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1. Introduction  
Mecca occupies a more prominent place in Dutch culture and history than many, 
perhaps, are aware. Hundreds of thousands of residents of this kingdom have 
made the pilgrimage in the past; from Indonesia, Suriname, and the Netherlands. 
Today, some 5,000 Muslims undertake the journey from the Netherlands to 
Mecca every year. Mecca and the pilgrimage are therefore bound up with Dutch 
history and culture (Rijksmuseum Volkenkunde 2013). 
---Longing for Mecca: The Pilgrims’ Journey 
 
When I first read the introductory article of Longing for Mecca: The Pilgrims’ 
Journey exhibition on the website of the Rijksmuseum Volkenkunde, the Hajj, as part 
of the Dutch culture and history and the highlight of the pilgrimage to Mecca, drew 
my attention. Since the Kingdom of the Netherlands is known as a protestant country 
where Calvinism originated, it was surprising to read the description cited above. 
However, I later realized that like its European counterparts such as France, Muslims 
immigrants, two-thirds of whom consist of Moroccans and Turks, have created their 
own culture in the country. As a result, the Dutch government announced it would 
“abandon the long-standing model of multiculturalism that has encouraged Muslim 
immigrants to create a parallel society within the Netherlands” in 2011; the call for 
better integration has emerged (Kern 2011). It is very difficult for me, a student 
majoring in cultural anthropology, to imagine what will happen if a country abandons 
multiculturalism while at the same there is still a far-right, anti-Islam and 
anti-immigration Party for Freedom in the country.  
 The situation inspired me to think further: as a cultural institution, how can a 
museum contribute to social integration and inclusion, especially when my home 
country, Taiwan, is now more or less facing the similar situation. The situations in the 
Netherlands and Taiwan differ from that of America and Australia since in the 
Netherlands and Taiwan immigrants have been regarded as guest workers instead of 
permanent residences (de Wenden 2007:27). Because of the blue collar labor shortage 
in the 1960s and 1970s, the Dutch government concluded recruitment agreements 
with countries like Algeria, Morocco, Tunisia and Turkey. Also, in the 1980s and 
1990s, Muslims immigrants arrived in the Netherlands as political refugees from 
Afghanistan, Bosnia, Iran, Iraq, Pakistan and Somalia (Kern 2011). Similarly, in 
Taiwan, there have been many immigrants who came from South-East Asia to do blue 
collar jobs since the year of 1989. Within those foreign workers and foreign brides, 
many of them are from Indonesia and believe in Islam.  
 The raising recognitions of social inclusion both in my home country and the 
country where I study now motivate me to focus on the aspect of social cohesion in 
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museum works. My research question is: how social inclusion of Islamic communities 
in Dutch society is made by the exhibition Longing for Mecca in the Rijksmuseum 
Volkenkunde. I have noticed that social inclusion implies at least three things during 
my fieldwork: making the representation of underrepresented local Muslims in the 
national museum, collaborating with local communities, and making those 
communities into museum audiences.  
In order to answer my research question, there are four sub-questions should be 
explained: how Muslims in general and Dutch Muslim in particular are represented, 
how Muslims in general and Dutch Muslim in particular are represented, how 
collaboration influenced visitors’ perception of the Hajj, Islam and Muslims, and how 
the Rijksmuseum Volkenkunde was turned into a more democratic public space. The 
four sub-questions stemmed from the conceptual framework that the museum is 
regarded as a place where production, distribution and consumption of knowledge are 
entangled (Hooper-Greenhill 1992). The methods I applied to gather information 
including interviews with 8 museum staffs, 3 exhibition guides and 7 exhibition goers, 
questionnaires for visitors, and literature review, and these works were done during 
January and February, 2014. I will further discuss my methods and their limitations in 
chapter 2.  
 On the one hand, the discussion of social inclusion is necessary because the 
awareness of Islamic immigration is higher than ever and the cultural xenophobia 
becomes popular on the streets. As Stolcke (1995) points out, the ideology of cultural 
fundamentalism in Europe nowadays is under the skin of the mosaic conception of 
culture. This conception considers cultures are geographically separated and cultures 
are “naturally” feared of things that are perceived to be foreign or strange, and 
therefore leads to conclusion that cultures cannot occupy the same place. Recently, the 
declining economic situation of European countries also raises the status of right-wing 
parties in the era of neoliberalism. Hence, to understand how the concept of the Other 
and culture are reified within the society becomes important.  
 On the other hand, within the field of museology and museum anthropology, 
there have been the discussions of the responsibility and the role of modern museums 
in democratic society. Example such as Museums and Communities: The Politics of 
Public Culture (Karp et al. 1992) discusses the role of museum in shaping identity in 
civil society by examining museum-community relations; Routes: Travel and 
Translation in the Late Twentieth Century (Clifford 1997) proposes the concept of 
contact zone to highlight the potential of museum to catalyze new relationships 
between museums and source communities and to challenge hierarchical valuing; 
Museums and Source Communities (Peers et al. 2003) addresses several cases of 
collaboration and repatriation to show how these practices were realized and criticized; 
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Museums and Their Communities (Watson 2007) focuses on museums as informers 
and educators to empower, or to ignore, communities, to bring out the current debates 
on power, ownership, and responsibility; Museums and the Public Sphere (Barrett 
2011) demonstrates what it means by being public and who the public is for the 
museum.  
Maybe the goal has not yet been realized, however; during recent years, Western 
museums have reflected on their accessibilities and have viewed them as the most 
important character of collaborative museology (Schultz 2011:5). This means that 
Western Museums now remain in closer relationships with society in which they are 
embedded than ever. The inclusive program that is made by museums is one of 
manifestations of this ongoing trend. Comparing with the assimilating strategy of 
pubic museum in the nineteenth century and the early twentieth century, the inclusive 
program of modern museum are aimed at recognizing the hierarchical valuing in the 
representational system and then challenging it (Boast 2011; Clifford 1997), instead of 
imposing the taste of the middle class upon everyone in society (Bennett 1995). In 
order to cater the needs of society, it is worthy of discussing what kinds of 
multiculturalism, particularism and universalism, are operated by the inclusive 
programs in the museums.  
With the following sections in this chapter, I will demonstrate three contexts in 
which the concept of inclusive museum is embedded. The first level of context is 
composed of the critiques of Western representation of the Other, the reevaluation of 
production of knowledge in museums, and the need of more inclusive museum in the 
western society. Second, the policy of the Rijksmuseum Volkenkunde also played an 
important role in shaping the exhibition Longing for Mecca as an inclusive one. The 
last context is about the expectation of the exhibition, which includes the social 
outcomes that the museum wanted to deliver and the public opinions that the museum 
wanted change. 
 In chapter two, I will operationalize the concepts of othering, 
collaboration/collaborative museology, and publicness/ public space/ public sphere to 
demonstrate how three dimensions of social inclusion are intertwined and built upon 
each other. Chapter three will be dedicated to answering the sub-question of how 
Muslims in general and Dutch Muslim in particular are represented, in order to show 
the representation of the underrepresented. In chapter four, I will focus on the 
sub-questions of what kinds of collaboration were done to create greater participation 
of Islamic communities in Dutch society and how collaboration influenced visitors’ 
perception of the Hajj, Islam and Muslims, in which the shared authority and the 
polyphonic narratives are embedded.  
In chapter five, the sub-question of how the Rijksmuseum Volkenkunde was 
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turned into a more democratic public space will be answered through discussing 
infrastructures that were built for wider audience and new meanings of space that 
were constructed by interactions between visitors, and between visitors and the 
museum space. This sub-question follows the recent trend of the Rijksmuseum 
Volkenkunde of being more accessible and accountable to indigenous people, after the 
merging of the Rijksmuseum Volkenkunde, the Africa Museum and the 
Tropenmuseum. In the final chapter, I will conclude my results with the discussion of 
the ways how the Rijksmuseum Volkenkunde imaged social inclusions and the 
meanings of being a Dutch national museum for the Rijksmuseum Volkenkunde. 
 
1.1 Inclusive museums in the Western world 
Since the 1990s, the existence of archaeological and anthropological museums in 
modern society is based on their “postcolonial status through inclusive programs in 
exhibition, shared curatorship and use of collections” since collections in these 
museums have been connected with indigenous stakeholders (Boast 2011:56). This 
specific postcolonial status is resulted from both the trend in the academy of 
museology and the broader social context outside the scholarly field, which will be 
explained below.  
 Beginning in the 1970s, Western museums have been regarded as educational 
instruments instead of only centers of research or collecting institutions (ibid.: 58). 
Different educational engagements together with the assumption that knowledge is 
fundamentally relative depending on the entry point of observation (ibid.), museum 
professionals are no longer singular experts accounting for the production of 
knowledge. Central to this reconfiguration of the museum was “the new-museology” 
invented by Peter Vergor. The core of the new-museology is based on the emphasis on 
museum education and the importance of accessibility, which reconsiders “an earlier 
rhetoric of “public” and new practices and types of spaces designed to attract new 
audiences, engage new communities and respond to the locality or nation within 
which they are situated” (Barrett 2011:3).  
Probably that Clifford’s “Museums as contact zones” (1997) is a comprehensive 
expression of conceptual framework toward the more inclusive museums especially in 
terms of decentralization and challenging hierarchical valuing by intersecting those 
who are “geographically and historically separated” (ibid.: 192). Collaboration-both 
the community-based which “museum serve as the venue and the curator and staff 
facilitate the wishes of the source community in designing and organizing the project” 
(Scott 2012:3-4) and the multivocal “where museum staff and community members 
work together to present multiple perspective and reflections on the same cultural 
subject” (ibid.)- has become desirable to decentralize the curatorial authority; to share 
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the power; and to move toward dialogue with communities.  
On the other hand, the demands of more inclusive museums are also tied up with 
the neoliberalism, the post-modernism and the consumerism of the late twentieth 
century. Museums are neoliberal in the sense that their existences are based on the 
core premise that the exchange of and access to information should be open. They are 
postmodern because they are suspicious about definitive interpretations and absolute 
knowledge (Boast 2011:64). The consumerism has reshaped the relation between 
museums and their visitors in terms of recognizing the overlap between taxpayers of 
the middle and upper class and originating people, often lower in class, whose 
histories and cultures are represented in museum collections (Ames 1992:12).  
There is also the critical museology which questions the issue of class and 
gender relations not only in terms of whose taste is represented but also who are 
audiences of these representations and who deserves services from museums. For 
instance, Tony Bennett’s influential work The Birth of the Museum: History, Theory, 
Politics (1995) inquiries several historical examples, and Karp et al. (1992) 
demonstrates many recent cases in Museums and Communities: The Politics of Public 
Culture. It is noteworthy that the Western museums’ recent responses to feminist and 
indigenous critiques are refashioned by their relations to public spheres (Barrett 
2012:50). These recognitions come from modern museums’ reconsideration of their 
roles of being in civil society. 
In civil society, each person belongs to multiple communities
1
, and communities 
provide “the arena and contexts in which people define, debate, and contest their 
identities and produce and reproduce their living circumstances…belief and 
values…and social order” (ibid.: 5). Museums claim themselves to be places where 
the objects, values, and knowledge that valued by civil society can be expressed, 
understood, and preserved, but at the meantime “its institutions can either support or 
resist definitions imposed by the more coercive organs of the state” (ibid.: 5). It is in 
this sense that truth and beauty claimed by museums should be challenged both from 
outside and from within to deny essentializing assertions of identities (Karp 
1992b:31).  
It goes without saying that “civic culture is characterized by political activity 
combined with ‘involvement” and “rationality’” (Lavine 1992:143). Lavine (ibid.: 
144-145) points out that the concept of civic culture implicitly implies civic 
responsibilities of modern museums and the diversity when the modern museums 
think of their roles in civil society. Also, because that the concept of civic culture 
                                                     
1
 Communities are institutions of civil society in which people learn to be members of society, and 
communities are also “the complex of social entities in which we act out outlives and through which 
we fashion our identity” (Karp 1992:3-4).  
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entails the dangers of neglecting the passivism of the underprivileged to compromise, 
omitting the fact that museums are powerful instruments of social control and cultural 
coercion, and defining other cultures as traditional, civic culture reminds the necessity 
of museum-community interaction. The basic form of interaction is the engagement of 
activities that constitute dialogue.  
 From this point of departure, the focus of community studies merges with the 
key concerns for museum studies and the museum sector. Since the 1990s, community 
development has been considered as an instrument of addressing the problems 
associated with economic and social exclusion with the belief that exclusions can be 
alleviated through participation and involvement of the marginalized and excluded 
(Crooke 2011:180). In museums, this belief has been translated into fostering social 
capital, empowering community, and promoting civil engagement of the 
disadvantaged in society (Black 2010). Black (ibid.: 132) suggests that contemporary 
museums should also be: memory institutions which collect, conserve, document and 
display the local cultures and life experiences; learning institutions which can help to 
inform individuals and communities, as well as help them to positively make 
decisions for their future lives; social institutions which recognize, support and 
represent the diversity within communities; democratic institutions which actively 
promote dialogue and reflective participation among citizens; and responsive 
institutions which change their organization and culture to face the needs of society.  
 The emergence of inclusive museums in Western societies has been resulted 
from the criticisms within museums themselves (i.e., the criticisms from the new 
museology and the critical museology). In addition, it is also important to address that 
not only museums put an effort to broaden their audiences but also the public tries to 
claim the museums (Karp 1992:11). Therefore, museums now remain in a closer 
relationship with communities than ever in civil society.  
These conditions open a new page for the museum history, which Phillips 
(2005:85) describes as “the second museum age” in which the existence of museums 
“lies in the advanced programs of socially responsible research and representation that 
they can support and embody”. On the one hand, museum works are required to 
recognize the diversity of communities as well as to have more representative 
collections and practices, while on the other hand, museum works are asked to build 
bridges to new audiences and to be the alleviation of social and public life (Crooke 
2011:182).  
 
1.2 Positioning Longing for Mecca in the Rijksmuseum Volkenkunde 
The Rijksmuseum Volkenkunde (RMV) in Leiden is one of the oldest ethnographical 
museums in Europe. The museum was opened in the year of 1837 at No.19 on the 
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Rapenburg in the city, with the opening to the public of Japanese ethnographical 
collection of von Siebold (Avé 1980:11). During the nineteenth century, the 
collections of the museum were mainly composed of Chinese, Japanese and 
Indonesian artefacts, which were transferred from the Royal Cabinet of Rarities to the 
Rijksmuseum Volkenkunde in 1883
2
 (RMV 2013:11-13).    
 Confronting with the heyday of colonialism in Europe in the nineteenth century 
and the early twentieth century, the museum received its materials mainly through 
ethnologists and through civil servants stationed in the colonies with the absence of 
systematic collecting, the address to exotic and aesthetic aspects of objects, deficiency 
in describing objects, and neglect of historical dimension of artefacts (Avé 
1980:12-14). Besides the collection of nineteenth century, the museum also received 
the Hindu-Javanese collections and American materials from the Rijksmuseum van 
Oudheden in Leiden (the National Museum of Antiquities) (RMV 2013:12) at the 
beginning of the twentieth century, while other objects were collected overseas from 
the Pacific and from Africa and America with the goal of showing the differences 
from Western culture (Avé 1980:12).  
 After the Second World War, the Western European public recognized that the 
third world was not a romantic and exotic land as it had been displayed and depicted 
in museums. On the contrary, economic, political and cultural issues in the third world 
had been confronted and examined (ibid.: 16). Under this change, the Rijksmuseum 
Volkenkunde has adjusted its temporary and permanent exhibitions to orient toward 
current and social topics as well as to animate people behind the ethnological objects 
(ibid.: 23-24). Collecting and researching practices of the museum have also been 
reshaped. The museum staff not only collect objects but also remain close 
relationships by living and working with those they study on and collect from (RMV 
2013:14). 
 Nowadays, the Rijksmuseum Volkenkunde regards itself as a museum with 
people, instead of merely as a museum of people. This year of 2014 in February at 
TTT Expert Meeting held by Centrum Internationale Erfgoedactiviteiten (CIE), the 
chief curator of the Rijksmuseum Volkenkunde stated that the museum intends to 
break up with traditional colonial practice, and to build long-term relationship and to 
co-create values of collections with its global and local stakeholders with the aim of 
becoming more open and accessible to those indigenous people and communities that 
are connected with the museum. Besides, it is also time for the Rijksmuseum 
                                                     
2
 J.F. Royer bequeathed a Chinese ethnographical collection to King William I in 1813. The bequeath 
later formed the nucleus of the King’s Cabinet of Chinese Rarities in 1816. The Japanese collections 
acquired by J. Cock Blomhoff and J.F. van Overmeer Fisscher were added to the King’s Cabinet in 1826 
and 1832 respectively. These collections were later transferred to Rijksmuseum Volkenkunde in 1883 
(RMV 2013:11-13). 
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Volkenkunde to shift the focus on objects themselves to community empowerment 
and social cohesion.  
 There are many recent examples of being with people in the museum, which aim 
at breaking the image of originating people
3
 who served as the traditional objects of 
museum. First, the former curator
4
 of audiovisual presentation has made several films 
with stakeholders. When entering into the museum café, visitors can notice that there 
are two parallel films made for temporary exhibitions of totem pole and Maori people. 
While one depicts the manufacturing process of totem pole, the erection ceremony in 
the museums and the scene in which Pacific Northwest Indian people danced with 
local visitors, the other shows the production of Maori canoe, the launching ceremony 
in the canal of Riknsburgersingel which is just nearby the museum, and the warrior 
dance performed by both Maori people and Dutch guys.  
Furthermore, the educational programs in the museum also convey the idea of 
working with people
5
. Although it is impossible for the Rijksmuseum Volkenkunde to 
work with geographically separated groups such as indigenous people of the Pacific 
Northwest coast and Maori people in New Zealand all the time, the museum considers 
the first hand instruction as necessary and important for developing educational 
programs and the permission of doing certain events from their stakeholders. The fact 
that Longing for Mecca also followed this tradition of being and working with people 
through a series of collaborations with the aim of contributing to better social 
cohesion of local Muslims is also mentioned by the chief curator of the Rijksmuseum 
Volkenkunde on TTT expert meeting.  
 Besides the tradition of being a museum with people, the broader picture of 
collecting and exhibiting policy should also be taken into account. According to the 
head curator of Longing for Mecca exhibition, the former director of the 
Rijksmuseum Volkenkunde thought that the number of Islamic collections in the 
museum is not representative enough while there are more than one million of 
Muslim lives in the Netherlands nowadays. On the one hand, in the museum, there are 
200,000 objects in total, 8,000 of whom are collections of Middle East, West and 
Central Asia. On the other hand, although there are 55,000 objects coming from 
Indonesia and over ninety-eight percent of population in Indonesia is Muslims, those 
objects rarely relate to Islamic culture. It is not surprising to notice that there had 
never been any representative exhibition of Islamic culture in the Rijksmuseum 
Volkenkunde before Longing for Mecca was on display. The exhibition was also 
                                                     
3
 Ames defines originating people as those “whose histories and cultures are represented in museum 
collections” and are often lower in class (1992:12). 
4
 The curator has been retired since December, 2013. I interviewed him on January 23, 2014 when he 
paid a visit to Leiden.  
5
 Interviewed with educational programs designer Esther van Zuptphen on 13 February, 2014. 
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resulted from the recognition of the underrepresentation of local Muslims in society. 
 
1.3 The expectation of Longing for Mecca
6
 
The exhibition of Longing for Mecca: The Pilgrim’s Journey displayed both historical 
and modern objects (including audiovisual presentations) related to the Hajj. These 
objects originated from Africa to Europe and to Asia showing both the communality 
and the individuality of the Hajj. The storyline of the exhibition was composed of 
nine sub-themes:  
(1) Longing for Mecca: the first part of the exhibition focused on the art of old Quran, 
the images of Mecca and the Ka’ba in the past, in the present and in the artworks, and 
the personal stories from Dutch Muslims who have been to Mecca or are planning to 
go. 
(2) Preparation: this part demonstrated what kinds of physical and mental 
preparations that Muslims should have in order to perform the Hajj. Visitors could see 
what objects had been used in the past and what are used nowadays. This part also 
showed how enormous the Hajj is by showing statistic data (i.e., the number of 
pilgrims and the cost for performing the rituals) related to the Hajj.  
(3) The journey: in this part, the historical archives were displayed in order to depict 
how Muslims in the past did their Hajj (e.g., on foot, by camel, train or boat). Many 
archives came from the Netherlands East Indies and Suriname.  
(4) Ihram: this part showed the clothes (ihram) that every Muslim wears once upon 
arrival. 
(5) The Hajj: with a short film, five rituals which should be completed by every Hajj 
goer were shown. A huge number of Hajj goers who walked around the Ka’ba were 
projected on the wall to depict the scene near the Ka’ba. There were also Dutch 
Muslims who shared their precious moment during the Hajj.  
(6) The Ka’ba and the Kiswa: in the dark room, there were the brilliant and 
sophisticated Kiswa on display. The Ka’ba (literally means cube) is the block-shaped 
shrine in the courtyard of the Grand Mosques in Mecca. For Muslims, it is the house 
of God (Allah) and it is also central place where the Hajj begins. The Kis’wa is a 
textile often in dark blue or black covering the surface of the Ka’ba. This part showed 
the high art of the Kiswa.  
(7) Medina: visiting Medina is not part of the Hajj but almost every Muslim comes to 
visit this city where the Prophet Muhammad was buried. This part depicted the image 
                                                     
6
 Information that I present in this section was mainly collected from interviewing museum staff 
which include the head curator of the exhibition, Dr. Luit Mols (interviewed on January 28, 2014), the 
educational programs designer, Mrs. Esther van der Ploeg (interviewed via email and received email 
on January 14, 2014) and the PR with Muslim background who was specially hired for the exhibition 
(interviewed on February 3, 2014).  
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of Medina.  
(8) Souvenirs and homecoming: historical and modern souvenirs brought back by 
Hajjis were exhibited. Especially there were souvenirs brought back by Dutch Hajjis. 
Dutch Hajjis also shared the effects of the return of the Hajj at home in interview 
videos. 
(9) Workshop: in this room, visitors were expected to paint Islamic patterns to 
decorate the wall in the room.  
 With the contents mentioned above, Dr. Luit Mols, the head curator of the 
exhibition, aimed at presenting the tradition of Islamic culture and showing the 
persons and the individuality behind it. Even though the Hajj is a highly communal 
phenomenon, it is still very individual. Furthermore, the choice of the Hajj as the 
main topic was important since it offered multiple aspects which visitors could look 
through. For instance, of course the Hajj has its religious side, but there are also 
cultural, historical and statistic sides, which can also be entry points of understanding 
the Hajj. Being one of five pillars of Islam, the Hajj on the one hand demonstrates the 
continuous tradition through time, and on the other hand, shows how the 
modernization, the globalization and the development of technologies are embedded 
in the religious practices. Besides, the Hajj is also a topic that non-Muslims can 
understand because the phenomena of pilgrimage can be found in Christianity, 
Judaism, Hinduism, Buddhism, and so on. Even visitors are atheists or agnostics, the 
Hajj still share similar characteristics with other kinds of tourism since the concept of 
tourism has the connotations of experiencing something else in a spot where does not 
link to the normal life.  
 There were several target groups of audience that Longing for Mecca wanted to 
draw. First of all, elder ladies who love cultures and have free time to spend since this 
group of people has formed the largest population of the Rijksmuseum Volkenkunde 
for very long time. Second, children and families were also target groups for the 
exhibition, because in the Rijksmuseum Volkenkunde, if the topic of exhibitions fits 
the Dutch school curriculum, the educational programs will be more related to school 
programs to draw students into the museum. Since the Hajj is deeply rooted from the 
five pillar of Islam, the exhibition was quite consistent with the curriculum about the 
world religions of Dutch schools. Therefore, children were important target groups in 
the case of Longing for Mecca (interview with educational programs designer Esther 
van Zuptphen, February 13, 2014).  
The third group was composed of both children from Islamic schools and 
Muslim adults, who was very different from the target groups that other temporary 
exhibitions wanted to draw. The head curator reminded me to notice that many 
Muslims in the country, especially the elder Muslims, have never been to museums or 
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institutions-alike, and they do not even have a clear idea of what museum is. The 
exhibition provided a topic that can trigger the interest of Muslims and invited 
Muslims to share their personal experiences and stories with others in society. The 
exhibition was dedicated to providing knowledge of the Hajj, Mecca and Islam from 
different angles, showing the historical link between Kingdom of the Netherlands 
(e.g., the Netherlands East Indies and Suriname) and the Hajj, and revealing the fact 
that there are almost one million Muslims live in the country nowadays. 
 Combing with its educational programs, Longing for Mecca wanted to reverse 
the stereotype that the Western society holds toward Islamic worlds. In general, these 
topics are unfamiliar to those Dutch who are not Muslims. These representations were 
important for the exhibition to indicate that the Hajj is not something far away. On the 
contrary, it can be quite close to visitors if they start understanding the Hajj from 
different perspectives and talking to other people about their own experiences. For 
Muslim visitors, there were also many aspects in the exhibition that they do not know 
about. The goal of the exhibition was to inform more about Islam, Muslims and the 
Hajj.  
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2. Theoretical foundation and methodology 
In this chapter, I will demonstrate both the theoretical foundation which supports the 
formulation of my argument, and the methodology which was applied to gather 
information, which at the same time restricts the framework as well as results of this 
thesis.  
As mentioned in the introduction, my research question is how social inclusion 
of Islamic communities in Dutch society is made by the exhibition Longing for Mecca: 
The pilgrim’s journey. in the Rijksmuseum Volkenlunde? I have noticed that social 
inclusion imply at least three things in this exhibition: first, displaying the 
underrepresented Dutch Muslim communities in the national system of representation 
(the Rijksmuseum Volkenlunde); second, collaborating with local communities; and 
third, making those communities into museum audiences. In the following section, I 
will discuss the academic concepts that are related to three implications of social 
inclusion as well as the methods which help me to gather information of these three 
aspects. 
 
2.1 Formulating theory 
Western museums have been associated with social institutions which represent the 
politics of domination, especially through exhibiting non-western cultures (Bulter 
2000), and thus generate social inclusion, exclusion and identification (Fujitani 1997; 
Strong 1997) or hierarchy (Sachedina 2011). In the field of critical museology, the 
politics of domination are expressed in four main ways, which are related to “(a) the 
role of museums in forming citizens, class relations, transformative education, and 
governmentality; (b) thematic content of exhibits and how ‘Others’ are constructed; (c) 
who is represented and involved in particular types of museum; and (d) relations 
between museums and communities” (Kratz 2011:21).  
  Starting from this point of view, creating social inclusion by museums or 
museum displays cannot be separated from powers of exhibition. In other words, the 
process of making social inclusion in museums is the social process generated within 
the politics of exhibition. But where does the power stem from? Taking a Foucaldian 
perspective into account, knowledge and power are mutually implied: power cannot 
be divorced from the construction of truth, and knowledge has implications for power 
(Hooper-Greenhill 1992; MacDonald 1998). Undeniably, the production, the 
distribution, and the consumption of knowledge are political, and so are 
interrelationships between particular kinds of producers, exhibitions and audiences 
(Macdonald 1998:3-4).  
 This is also to say that making social inclusion in a museum is a negotiating 
process of producing certain kinds of knowledge, distributing powers to certain 
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people, and making the exhibition consumable for certain types of audience. To be 
more precise, as Sandell points out in “Museums as Agents of Social Inclusion” 
(1998), to become an inclusive museum, at least three elements should be taken into 
account: the extent of representation of individuals’ cultural heritage within the 
mainstream cultural arena; the opportunities an individual has to participate in the 
process of cultural production; and the access that is built to enjoy and appreciate 
cultural services (ibid.: 409).  
 Sandell defines social exclusion in four aspects: the economic dimension, the 
social dimension, the politic dimension, and the cultural dimension. On the one hand, 
the former three dimensions of social exclusion exclude individuals from: civic 
integration (e.g., the right to justice and the right to participate in the exercise of 
political power), the labor market, welfare state provision (e.g., health and education), 
and family and community (e.g., the opportunity for social participation and its effects 
on the social fabric) (ibid.: 406-407). On the other hand, museums have been regarded 
as the representation of social exclusion by establishing “official values and image of 
a society in several ways, directly, by promoting affirming the dominant values, and 
indirectly, by subordinating or rejecting alternate values” (ibid.: 408). Therefore, the 
cultural dimension is concerned with the issue relating to exclusion from the system 
of representation, but at the same time this also implies that museums can make wider 
social, political, economic and cultural inclusion by providing access to greater 
participations.  
 Evidently, making social inclusion in a museum is about the politics of 
production, distribution and consumption of knowledge. In post-modern critique, 
Othering is often used to describe how ethnographical praxis of constructing 
knowledge distinguishes researchers from their subject of study (Fabian 1983).  In 
other words, othering has been embedded into the anthropological epistemology to 
make its object. In this research, othering is manifested in the representational system, 
namely in how Muslims in general and Dutch Muslims in particular are constructed 
through displays.  
 Collaborative museology or collaboration provides a way to look into the 
distribution of power of the exhibition. This concept not only sheds light on 
decentralization of authority of constructing knowledge, but also inquiries the 
renewed roles of collection as a mediator of cultural knowledge, history and 
relationship (Scott 2012:3-5). This aspect takes the form of the collaboration between 
the Rijksmuseum Volkenlunde and Dutch Muslim communities.  
 Relations between museums and public spheres/public space are helpful in terms 
of understanding the publicness of museum (e.g., who is the public consuming 
knowledge and how then the public can enter museums) and the meaning of civic 
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engagement. These relations are made possible firstly through the infrastructures that 
are built to make access for Muslim visitors. Furthermore, these relations are 
embedded in the new meaning of space that is constructed by what visitors actually do 
in the exhibition rooms, for instance, the exhibition has become a real field in which 
people with different ethnic and religious backgrounds come to encounter. 
 It is important to notice that three aspects mentioned above should not be 
inquired separately. Every museum is situated into a specific historical moment, and 
there are political and economic ideologies which are obligatory for museums to 
operate (Ames 1992:8). Ideologies are implied within all levels of politics of 
exhibition. For example, leading by the twentieth century consumerism, two publics, 
taxpayers and originating people, have become target groups for the museum (ibid.: 
11). It therefore means that the representation in museums and the idea of museums as 
public spaces should intersect the interests of two groups of consumers at least. To a 
certain extent, collaboration plays an important role here in shaping the representation 
and influencing the meaning construction of visitors.  
 
Othering  
As Bennett points out (1995, 2006) , if Western museums use the exhibition practices 
to set up social triage, they not only operate racialized differences but also class lines. 
It is worthy noticing that the Other constructed in the museum context can have 
multi-layers of implications. From an epistemological point of view, museums can 
define certain kinds of knowledge and a specific object of study. Within the field of 
critical museology, there have been several works contributing to the discussion of 
power technologies and discourse of Western museums (Bennett 1995; 
Hooper-Greenhill 1992) . The discussion of order of things and peoples demonstrates 
how the Other is presented in the mosaic picture (Stolcke 1995) and the teleological 
narrative, especially the birth of anthropological/ethnological museums in Europe and 
America was corresponded to the heyday of European colonization
7
, and the age of 
Imperialism, to serve as frames that could accommodate their colonial others (Ames 
1992; Shelton 2006).  
 Both in ethnographies and museum displays, the concept of time has been the 
most important basis for constructing anthropological others (Fabian 1983; Bennett 
1995). The inclusive and incorporative concept of medieval or Judeo-Christian vision 
of time, which marks out the Other, pagans and infidels as candidates of salvation, has 
been broken by the Enlightenment thought of time (Fabian 1983:25-26). The 
                                                     
7
 The first wave dated back to 1849-1884, followed the European systematic and concerted 
colonization of Africa, while the second wave dated from 1890 to 1931, was strongly inflected by 
colonial ideologies, policies, and aspirations, with the rise of competitive nationalism (Shelton 
2006:64-66). 
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Enlightenment vision of time, on the contrary, has been based on the episteme of 
natural history and evolutionary sequences, which is founded on “distancing and 
separation” instead of inclusiveness, even it was operated under the colonial 
ideologies to set up a reference which could accommodate all societies (ibid.: 26-27). 
In other words, the Other is constructed under the rejection of his coevalness, and its 
significance only exists when he lives in another time, not when he lives in another 
space. To resist the temptation of teleological discourse, anthropologists tried to catch 
“here and now” by fieldwork. However, the denial of historical consciousness of 
natives
8
, and the Western image of timeless in the ethnographical writing, turns out to 
inherit “there and then” from the evolutionary convention (ibid.: 103).  
The temporalized space can be also found in the anthropological tradition of 
museological practice. Staring from the modern episteme (the end of eighteenth 
century), things ceased to be arranged on the tables of scientific taxonomies like in the 
classical episteme, but was “inserted within the flow of time, to be differentiated in 
terms of the positions accorded them within evolutionary series” (Bennett 1995:96). 
Saying it in another way, things and peoples were historicized within the history of 
the earth (geology), of life (biology), of man (archaeology), and of civilization 
(anthropology) (ibid.: 96). The ethnographical collections were systematized under 
the scientific principles of classification, following evolutionary-geographical-cultural 
approach: things were arranged initially by geographical origins, secondly by 
functions, then by climatic conditions, and ultimately by their stages of cultural 
development
9
 (Shelton 2006:66). From this point onward, the value of objects has 
been measured by their documentary and referential significances for non-Western 
cultures (ibid.: 68). In addition, arranging things into the time flow was not only 
mental and conceptual, but also bodily and practical. The evolutionary narrative was 
realized through the spatial layout and the design of museum, especially in the form 
of routes that were obliged for visitors to follow (Bennett 1995:181). In sum, in the 
nineteenth century, the Other was viewed as “being in a state of development” under 
the colonial discourse (Kreamer 1992:368), and the scientific and typological 
classification were used to exclude the Other from the modern present. 
If we consider the teleological convention as the leftover of Enlightenment, then 
the museum scenography or in situ display type is mostly stemmed from the comment 
of Franz Boas, which strongly criticized the evolutionary narrative in the early 
                                                     
8
 As Fabian (1983:97) argues, the concepts of time are differed between anthropologists and their 
informants. The ethnographic present is the autobiographic past for anthropologists. This implies that 
researchers and their objects are not in the same time.  
9
Christian Jürgensen Thomsen’s classification is a comprehensive expression of 
evolutionary-geographical-cultural approach. Later Pitt River reconciled evolutionary and geographical 
classification in an encyclopedic type of representation (Shelton 2006:66).  
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twentieth century (Shelton 2006: 70). The museography did not become any less 
important, instead it has kept functioning as a frame which makes artefacts into 
ethnographical objects. Defined by Kirshenblatt-Gimblett (1991:388), in situ “entails 
metonymy and mimesis: the object is a part that stands in a contiguous relation to an 
absent whole that may or may not be related”. In other words, the essence of in situ is 
that using fragments to enhance the aura of realness and inviting mimesis to create the 
rest part of the whole, and to create contexts in which objects had been used. However, 
when comparing in situ approach with the ethnographical writing which aims at 
catching “here and now”, in situ is not far away from depicting the Other as pure and 
static, as we are not in the same world, not in the same time, and not of the same mind. 
However, when representing the Other, not only difference but also similarity is used 
to produce the imagery (Karp 1991:375-376). Karp uses exoticizing to describe an 
exhibition strategy in which difference predominates, and uses assimilating to 
describe one that emphasizes similarities. Exoticizing often works by reversing the 
familiar to show how a common practice can be done in other forms by other peoples., 
while assimilating emphasizes on similarity that the unfamiliar also has.  
 At the same time, the Other is also engaged in making otherness himself. Pratt 
uses the concept of transculturation and autoethnography to demonstrate a 
bidirectional way that both defines the colonial Other and the metropole (Boast 
2011:57-62). Transculturation is described as a “process whereby subordinated or 
marginal groups select and invent from materials transmitted by a dominant or 
metropolitan culture” (Pratt 1991:35), while autoethnography is defined as texts 
“written by the Other, that mix indigenous idioms within metropolitan and academic 
modes” (Boast 2011:62), and such texts aim at intervening in metropolitan modes of 
understanding (Pratt 1991:34). Transculturation and autoethnography are not merely 
confined in the writing style but are also visible in museums from the contact point of 
view, and they take the form of collaboration especially. I will later elaborate 
collaboration and collaborative museology further.  
From the perspective of making an epistemological object, the concept of 
othering is useful to understand two aspects of Longing for Mecca exhibition. On the 
one hand, othering focuses on how temporal, spatial, and mental differences between 
originating people and visitors are imagined by curators. On the other hand, the 
concept concerns with how originating people are depicted as speaking subjects 
instead of traditional objects of museum, and as representatives of their own culture 
instead of informants on their culture. However, these two aspects are entangled: the 
differences/similarities that are emphasized contribute to the depictions of originating 
people, and of course the differences/similarities are partially resulted from 
collaboration with Dutch Muslims.  
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 Post-modern museums are seeking new audiences (Swain 2007:49-50), and the 
most important critique of public museums in the post-modern fashion is that 
museums have continued to be instruments of the ruling class (Ames 1992:3). 
Bourdieu’s model of distinction shows that to legitimate the dominant position in 
society, the ruling classes develop a code of values through an established education 
system (Swain 2007:200-201). The model states that museums are comfortable places 
to be for a better-off and better-educated class, who also uses museums to maintain 
their own position in society. On the contrary, less-well-off, less-well-educated people 
might feel more uncomfortable in museums, and they also do not visit museums 
regularly.  
However, there exist two contradictory tendencies in museums: as homogenizing 
institutions and as differentiating institution (Bennett 1995: 28). As homogenizing 
institutions, museums aim at impelling everyone, and especially the working classes, 
to behave as the middle class: consuming specific knowledge in certain ways. As 
differentiating institutions, social elites draw up a code of value that separates them 
from popular social classes in museums. From this point of view, othering in 
museums can also be constructed through producing and reproducing certain habitus 
and cultural styles, namely the social action of body and the way of doing something, 
which people use to position themselves into various social categories (Ferguson 
1999:94-98) and thus underlines the distinctions between class-different others.  
Although museums are spaces of representation of elite culture (ibid.: 21-24), 
this aspect is less visible in Longing for Mecca exhibition. However, the concerns of 
class-based others, or at least habitus-different and cultural style-different others, are 
also taken into account by the staff of the Rijksmuseum Volkenlunde, and have been 
primarily manifested in the collaborations with Dutch Muslims based on the intention 
to help them in telling their own stories in the national museum, which they seldom 
have chances to do. Moreover, the concerns have been externalized in the 
infrastructures that are built to bring new visitors who have seldom visited museums 
or cultural institutions alike into the Rijksmuseum Volkenlunde, and this is based on 
the belief that the access can foster intangible means such as cultural capital to 
facilitate future visits of Islamic population. These concerns lead to further discussion 
of collaborative museology/collaboration and public spheres. 
 
Collaborative museology and collaboration  
In “Museums as contact zones”, James Clifford (1997:214) argues that contact zones 
provide possibilities for challenging the hierarchical valuing, decentralization and 
circulation of collections in a multiplex public sphere, choices concerning inclusion, 
integrity, dialogue, translation, quality, and control, and a distribution of resources that 
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recognizes diverse audiences and multiplies centered histories of encounter. Ever 
since this influential essay has been published, the term contact zone has become 
almost the synonym of collaborative programs in Europe (Boast 2011:56).  
 Contact zones are often imagined as “a space of collaboration, discussion, and 
conflict resolution” (ibid.: 60). In addition, the premise of the open exchange of 
information and the easily-reached access to information, and of ambiguous authority, 
are pervasive within the optimism with the aim of ensuring participation and inclusion 
that create unbiased representations of culture and develop new sources of audience 
(ibid.: 64-65). However, Bennett (2006:59-60) argues that the belief of museums as 
contact zones is still an instrument of governmentality but with the strong 
commitment to multiculturalism which articulates relations of similarity and 
difference in new ways.  
Furthermore, contact zones in Pratt’s (1991) original concern are inherently 
asymmetric: as mentioned above, transculturation and autoethnography both assume 
that there exists a center/metropolis that can reference to. Boast (2011:67) thus points 
out that “the contact zone is a site in and for the center”. However, Boast is not 
arguing that collaboration does no good to communities that work with museums, 
instead he is saying that museums ultimately gain more from collaboration: justifying 
their status as proper collection keepers; getting additional contexts and information 
that can enrich the collection; being silent about those that they think unnecessary, and 
so on. According to the results of this research, the power relations between the 
Rijksmuseum Volkenlunde and Dutch Muslim communities is not very clear, however, 
the results definitely do reveal how the authority is shared and reinforced. 
 It is undeniable that collaboration is highly politicalized sphere and inherently 
asymmetric. However, the fact that this mode of distributing power has influences 
both on the production and the consumption of knowledge is undoubtable. For the 
production of knowledge, relationships between source communities and museum 
professionals are built upon knowledge sharing, the documentation of that knowledge, 
and the repatriation of materials (Scott 2012:2). Therefore, collaboration affects how 
curators understand art and material culture from community as well as the system of 
representation, and sheds the renewed role of collection as mediators of cultural 
knowledge, history, and relationship (ibid.: 2-5). 
It is true in Longing for Mecca that former experiences of researching Dutch 
Muslim communities of the curator have influences on some collecting practices 
which determine what is considered valuable and worthy of displaying. Also, it is 
evident that collaborative experiences with Muslims affect the messages that the 
museum professionals want to convey. However, it is also interesting to see, and 
shouldn’t be neglected that how the curators without any academic knowledge of 
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Islam have been motivated by their expectations of modern museum to make the 
collaborative collections. Furthermore, through the participation in guiding the 
exhibition, Dutch Muslims are offered an opportunity to form their own discourse 
about their own culture and religion, which not only decentralizes the authority from 
the Rijksmuseum Volkenlunde but also has influences on visitors’ perception of the 
Hajj, Islam and Muslims.  
Nowadays, community collaboration has been regarded “as a means to reach 
new audiences, build trust, and re-establish the role of museums in contemporary 
society” (Crooke 2006:183). Crooke also suggests that community involvement with 
the museum has been promoted as a means to reverse the monographic and imposing 
claim of truth. Furthermore, community involvement also shows the interest of 
community groups in terms of developing the self-representation of one’s own history 
to build group capacity and empower the community.  
For the consumption of knowledge, collaborations influence how visitors 
understand and make sense of the messages that the exhibition tries to deliver (ibid.: 
2). However, as Boast criticizes (2011:64) that even though collaboration assumes a 
place for dialogue, it is almost impossible to work in the way that it is expected. As 
mentioned already, museums nowadays inevitably have to intersect several groups of 
public within a museum space (Ames 1991:12; Pratt 1991:34), and this situation 
makes dialogue more possible. I would like to argue that to foreground dialogue, the 
relationships between museums and public spaces should be taken into consideration 
since the concept of public space promotes a more democratic space of learning and 
expression in civil society.  
 
Publicness, public space, and public sphere 
According to the definition of International Council of Museum (ICOM) (2007), “A 
museum is a non-profit, permanent institution in the service of society and its 
development, open to the public, which acquires, conserves, researches, 
communicates and exhibits the tangible and intangible heritage of humanity and its 
environment for the purposes of education, study and enjoyment”. But what it means 
by “the service of society and its development” and “the public” has evolved through 
the history and they should be questioned more thoroughly.  
 As briefly mentioned in othering section, museums define their publics by what 
Bourdieu calls “habitus” and “cultural capital”. Two terms have the connotation of 
social action of body and social practices that signify differences between social 
categories. Habitus and cultural capital not only recognize the fact that only members 
of the middle class are able to understand knowledge of the rules of art (Bennett 
2006:54), but also mark out that museums are welcome for only certain groups of 
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people in society (Swain 2006:201). Starting to broaden museum audiences has been 
a very recent fashion ever since the invention of new museology (Barrett 2011:3). On 
the one hand, leading by the consumerism of the late twentieth century, tax payers and 
originating people are considered as the most important audiences of museum and 
museum-like institutions (Ames 1991:12). This leads to the result that people such as 
the homeless, refugees from other countries, and so on, are excluded from services 
provided by museums. Through these examples, it is interesting to notice that 
museums are public in the sense of their dependence on public funding (Bennett 
2006:49), but this public foundation is also the line which defines museum publics. 
On the other hand, the need of broadening audiences is also due to the development of 
cultural pluralism in the past three decades with the recognition of the culture of the 
working class, migrant communities, women, and so on (Barrett 2011:4-5). 
 The concern of redefining museums’ publics opens up the discussion of who 
should be the public served by museums and how then does the public participates in 
the public culture. These discussions are important in the case of Longing for Mecca 
with the awareness that Islamic artefacts have been excluded from the focus of the 
Rijksmuseum Volkenlunde, as well as that Dutch Muslims do not often attend to 
museums in the country. The recognitions lead to the effort of building access to the 
museum for Muslim visitor, and developing programs for public interaction.  
When inquiring the history of public museums, Bennett (2006:49) reminds 
readers that museums are not public spheres “in the sense defined by Habermas: a set 
of institutions within which, through reasoned debate, a set of opinions is formed and 
brought to bear critically on the exercise of state authority”. Instead, since the 
mid-nineteenth century onward, public museums have been regarded as a vehicle for 
governmentalization
10
 of culture. Public museums are extensions of governmentality, 
in the service of civic technologies. They imply what to see, and are “assigned the 
purpose of civilizing the population as a whole” (Bennett 1995:19), as well as they 
teach their citizens how to be self-regulated in the public space. It is important to 
notice that physicality of space plays an important role in constituting self-disciplined 
citizens. Three spatial principles are essential for self-monitored manners and primary 
for the panopticism. First, the use of new materials permits the enclosure and 
illumination, second, the clearing and ordering passages and centers transform the 
public into an orderly flow, and third, the provision of elevated vantage points 
                                                     
10
 From a Foucauldian perspective, governmental power or governmentality is firstly characterized by 
“the multiplicity of objectives which it pursues, objectives which have their own authorization and 
rationality rather than being derived from the interests of some unifying central principle of power 
such as the sovereign” (Bennett 2006:22). Second, “governmental power aims at a different kind of 
effectivity  from power conceived in the juridical discursive mode…typically works through detailed 
calculations and strategies which, embodied in the programmes of specific technologies of 
government, aim at manipulating bahaviour in specific desired directions” (ibid.: 3).  
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provides the self-surveillance for visitors. 
If the physical museum space provides a place in which the state exercises 
governmentality, it also offers a place in which social interactions and the political 
movement of public take place. Mitchell (1995:115) distinguishes “space for 
representations” in which “By claiming space in public, by creating public space, 
social groups themselves become public”, from what Lefebvre calls “representational 
space” (space of inhabitant and user; appropriated, lived space; space-in-use) and 
“representations of space” (conceptual space of planners, scientist, urbanists, etc.; 
planed, controlled, ordered space). For Mitchell (ibid.: 123), it is necessary to 
recognize “the notion that democratic…politics are impossible without the 
simultaneous creation and control of material space”.  
 Barrett (2012:12) argues that the museum not only provides the material space 
but also creates experience through tangible artefacts, which has the potential of 
triggering reflections and dialogue. In the exhibition of Longing for Mecca, it is firstly 
important to recognize that the configuration of material space is situated into the 
specific context which is to cater to particular groups of audience. Secondly, it is 
essential to ask what kind of representational space is constructed by the 
Rijksmuseum Volkenlunde due to that specific context. Last but not least, the 
necessity to focus on how the representational space built by the museum is turned 
into the space for representations through interactions between visitors, and visitors 
and the museum space.  
 
2.2 Methodology 
I did my fieldwork in the Rijksmuseum Volkenlunde from January to February, 2014, 
with the focus on the exhibition of Longing for Mecca: The pilgrim’s journey. 
Because of the close relationship between the museum and the department of Cultural 
Anthropology and Developmental Sociology, I entered into the field as an intern of Dr. 
Annette Schmidt (curator Africa) and Dr. Luit Mols (curator Middle East, West and 
Central Asia) and received lots of help from museum staff. Dr. Schmidt was my key 
informant who introduced me to other museum staffs, showed me the museum library, 
and gave me suggestions of whom could I meet to gather specific information.  
 At the stage of writing research proposal, I had already distinguished my 
research populations into two groups: museum staff and visitors of Longing for Mecca. 
After I entered into the field, they were still my research populations. However, I 
shifted my focus from visitors to museum staff due to the recognition of my language 
ability since I do not speak Dutch but most of visitors of the Rijksmuseum 
Volkenlunde are Dutch people. Moreover, there was also the overlap with other 
researchers in terms of topic and methods (e.g., delivering questionnaires to visitors of 
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Longing for Mecca) when I was doing my fieldwork. I changed areas of concern also 
because I was informed by other museum staff and also noticed by myself about the 
general reluctance of visitors of being researched. 
 Semi-structured interviews were my main method of collecting the data. I 
interviewed fourteen museum staff in total, and they can be further distinguished into 
two groups. The first group is based on the formal museum staff, which includes four 
curators who collected artefacts for the exhibition, one curator who was in charge of 
making interview videos with Dutch Muslims, two educational programs makers, one 
manager of communication, and one exhibition designer who also developed the 
storyline of this exhibition. My questions for them followed several main concerns, 
including information about collections (i.e., collecting process, curatorial choice, 
interpretive strategy, and selecting and exhibiting standard), expectations of the 
exhibition, collaborative works, exhibition designs (i.e., display type, exhibiting style, 
and mode of learning), educational programs, and marketing strategies (Appendix. 1).  
My key informant introduced me to the first group of people, and thus I had no 
difficulty interviewing them. I intended to reach this group in order to gather the data 
that constitute the contexts of the exhibition, and information that demonstrate the 
production of knowledge. Interviews with this group provide how Muslims in general 
and Dutch Muslims in particular are represented in the politics of othering as well as 
how the social inclusion were made from a very top-down perspective (e.g., building 
certain access for Muslim visitors and developing special educational programs).  
 The second group is composed of mission-based staff. They were one Muslim 
PR who was specially hired for the exhibition to build connection with Dutch Muslim 
communities, to develop educational programs with the museum and to guide the 
exhibition, and three exhibition guides included two have Muslim backgrounds (one 
of the exhibition guides with Muslim background was specially hired for the 
exhibition as well). Interview questions for this group were based on several themes 
which included contents of guiding tours, interactions between visitors and guides, 
collaborative works with local Muslims, and responses from local Muslims 
(Appendix. 1). They offered me materials that I could use to depict the more 
polyphonic approach of making the exhibition and how collaboration has been done. 
In general, the data provided by these interviews contribute to how the authority has 
been distributed and how collaborative works between Dutch Muslims and the 
Rijksmuseum Volkenlunde influence visitors’ perception of the Hajj, Islam and the 
Muslim.  
 The other group of research population is made up of the exhibition-goers. 
Usually from Tuesday to Friday, I spent one to two hours per day to deliver my 
questionnaires (Appendix. 2 and Appendix. 3) and another one to two hours to 
25 
 
observe what visitors did in the exhibition or in the storytelling activity. I chose to 
deliver questionnaires during the weekday, because during the weekend, the museum 
was overcrowded, and it made difficulty in talking with visitors and observing them. 
When visitors finished visiting the exhibition, around one-fifth of them were willing 
to do questionnaires for me. Questionnaires were both in English and Dutch. The 
English version was translated into the Dutch version by one Dutch staff in the 
Exhibitions and Education department, and proof read by my supervisor in the 
museum. The questionnaire in English was certainly preferred by international 
visitors, while the one in Dutch was preferred by Dutch citizens, especially the senior 
citizens. In the end, I conducted one hundred and twenty one questionnaires in total 
(Table. 1).  
 
 religion 
Nationality  
Muslim  
 
Christian Atheist Agnosticism Other       
Dutch 18 36 38 3 2 
Moroccan 3 0 0 0 0 
Pakistani 1 0 0 0 0 
Turkish 3 0 0 0 0 
Kurdisch 2 0 0 0 0 
German 1 2 1 0 0 
Belgian 0 1 2 0 0 
British 0 0 2 1 0 
Irish 0 1 0 0 0 
Taiwan 0 0 2 0 0 
China 0 0 1 0 0 
Unknown 0 0 3 1 1 
Total11 24 40 49 5 3 
Table 1. The detailed composition of target population. 
 
When doing questionnaires, visitors were asked to answer basic information 
about themselves (i.e., age, gender, religion, nationality, and frequency of visiting 
museums), their general impressions of the exhibition storyline and the exhibition 
design, and their perceptions of personal stories and individual memories in display. I 
am not using those questionnaires as a representative model of all visitors, instead, I 
am using questionnaires to see whether there are correlation between different 
variables (i.e., religion and nationality) and perceptions of the exhibition or not. The 
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 Multiple nationality was also counted, therefore the total amount of questionnaire is different from 
the number presented by nationality.  
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data collected through questionnaires found the basis of interpreting whether 
collaborative works actively shaped visitors’ perception of the Hajj, Islam and 
Muslims or not. I will elaborate the data in latter chapters, however, distinguishing the 
population into two groups: Muslims and non-Muslims, since knowledge level of the 
Hajj, Islam and Muslims of two groups are quite different.  
Although there are some open-questions in my questionnaire, visitors usually left 
them out or gave very short descriptions. I gathered the qualitative data mainly from 
interviewing visitors and chatting randomly with them, and by doing so, I could have 
a clearer picture of the way that visitors consumed knowledge and produced meanings. 
For example, what did they do in the exhibition, how they interacted with other 
visitors, why they think something was more interesting than others, and so on. 
Interview questions for visitors were semi-structured (Appendix. 4), focusing on 
visitors’ general impressions of the exhibition (i.e., storyline and design), preferences 
of objects (i.e., modern artworks, ethnographical objects, and audiovisual 
presentations), and opinions toward the Hajj, Islam and Muslims. Together with 
interviews, participant observations provide me a window in which I look through 
what people did in the physical museum space and how new meanings of space were 
constructed beyond the original intentions of designers and curators by visitors’ 
activities.  
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3. Drawing the Longing, Making the journey 
In this chapter, I will answer the sub-question of how Muslims in general and Dutch 
Muslims in particular were represented? The representation of Muslims in general in 
the exhibition of Longing for Mecca will be discussed in section 3.1, while the 
representation of Dutch Muslims in the exhibition will be further elaborated in section 
3.2. The representation is worthy of discussion since the concept of social inclusion in 
the case of Longing for Mecca implies the representation of the underrepresented 
local Muslims in the country. It is fair enough to say that the exhibition of Longing for 
Mecca was about the Other since none of the curators and designers involved has 
Muslim backgrounds. In a narrow sense, there are only two real Dutch “national” 
museums (e.g., Rijksmuseum in Amsterdam and the Netherlands Open Air Museum 
in Arnhem) which display “national” artefacts. 
 Several points are needed to be explained here in order to understand the 
production of making the Other. How was the longing for Mecca emphasized? How 
was the concept of journey depicted? What kinds of similarity and difference between 
Muslims and non-Muslims were addressed? As discussed previously in chapter 2, 
there are three kinds of distance that are important for othering: spatial, temporal, and 
mental distances. Hence, they will be the focus of the discussion in the following 
sections.  
 
3.1 Toward the Islamic worlds and global Muslims 
When I interviewed the head curator of the exhibition, Dr. Luit Mols, she said that she 
considered the Hajj as a living tradition. By living, Dr. Mols meant that there is 
practicality and the millions of Muslims involved in the Hajj throughout history can 
contribute to a vast change of the whole arrangement of the Hajj. By tradition, she 
meant that the Hajj is deeply rooted in the five pillars of Islam
12
, and this fact cannot 
be changed. The exhibition did show the traditional part, however it relatively 
emphasized a lot more on the living part to reverse the stereotype which positions 
Islam within “a long, culturally determined, and unchanging tradition” and depicts 
Islam as medieval and pre-modern (Flood 2002:641).  
 Before emphasizing the living part of the Hajj, the storyline writer initial 
positioned Islam within the same historical continuity with Christianity. The same 
origin of two religions was revealed by the history of the Ka’ba, in which the first 
                                                     
12
 Five pillars are five basic acts of Islam. The first pillar is shahada: there is no god but God, and 
Muhammad is the messenger of God. The second pillar is salat: every Muslim has to pray five times a 
day toward the direction of Ka’ba. The third pillar is sawm: during the month of Ramadan, Muslims 
are refrained from eating, drinking, smoking and having sex from sunrise to sunset. The fourth pillar is 
zakat: giving some part of one’s saving to the poor and needy. The last pillar is Hajj: Muslims have to 
perform the Hajj at least one time during their lifetimes (RMV 2013). 
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Prophet Adam built the Ka’ba, and later Abraham and Ishmael rebuilt the Ka’ba to 
honor the one true God (RMV 2013) in the first section (Longing for Mecca) of the 
exhibition. It was no coincidence that geographical and temporal differences among 
Muslims were highlights of the exhibition. On the one hand, the geographical 
juxtapositions were foregrounded in: 
(1) Longing for Mecca: the cosmopolitan artistic style of Islamic art was shown by 
the painting of the Ka’ba.  
(2) The journey: this section was composed of historical objects and archives, which 
showed the diverse old routes of different areas toward the city of Mecca. Muslims in 
Cairo and Damascus went to Mecca with caravans. During the regime of Ottoman 
Empire, the railway between Damascus and Medina was built in 1908. There were 
also Muslims from the former Dutch East Indies sailed for several weeks to arrive in 
Jeddah. 
(3) Ihram: Ihram garments (Figure. 1) of the twenty-first century from Indonesia, 
Egypt, Mali, Pakistan, Afghanistan, and China were exhibited side by side, and the 
display made the comparison between garments obvious for visitors. 
 
Figure 1. Ihram garments for Indonesian, Egyptian, Malian, Pakistanian, 
Afghanistanian and Chinese pilgrims in Ihram room. Photo courtesy of Tang Lee. 
 
(4) Souvenirs and homecoming: historical souvenirs and modern souvenirs brought 
back by Dutch Hajjis and Indonesian Hajjis were displayed parallel to each other. 
Visitors saw different preferences among Dutch and Indonesian pilgrims. Furthermore, 
there were also pictures of unique murals where pilgrims in Egypt painted facades of 
their houses as emblems of finishing the Hajj.  
 On the other hand, the temporal difference could be noticed when each section 
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was identified as an indispensable part of the whole exhibition. The temporal 
difference focused on historical ways and modern ways of doing the Hajj. To deepen 
the meaning in the sense of time, it is very important to elaborate how the exhibition 
created the sense of “coevalness”. The coevalness was deeply rooted in the discourse 
of modernization and globalization in the exhibition. First, it was particularly 
manifested in the second section of the exhibition, Preparation, in which the statistics 
of the Hajj in the year of 2011 and 2012 were shown (Figure. 2). The statistics, such 
as the number of pilgrims, flights, animals that were sacrificed, and foods that were 
consumed, were mainly shown to demonstrate how big the Hajj is nowadays. The 
development of transportation and globalization, along with the accompanying effect 
of mass tourism of global scale, have made the pilgrimage more possible and 
accessible than ever. 
 
 
Figure 2. Statistics about the Hajj were shown on walls in the Preparation room 
(Rijksmuseum Volkenkunde press photo provided by the PR department).  
 
 Furthermore, there were three other curators, the curator of Africa, the curator of 
China and the curator of Insular Southeast Asia, who collected modern artefacts 
together with the head curator of the exhibition. The collecting work with other 
curators not only showed geographical differences but also manifested the concept of 
coevalness, which is under the skin of global impacts on the Hajj, if analyzing the 
collecting strategy of modern commodities under the paradigm of social lives of 
things, in which “the exchangeability of things for some other things is its socially 
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relevant feature” (Appadurai 1986:13). 
Three aspects are noteworthy on the account of social lives of things approach, 
which include “what an object was originally intended for by its makers” (Bell 
2012:74), how was an object collected, and what happened to the object once it 
became the museum’s collection. In order to articulate how the exhibition manifested 
the coevalness, I will discuss the process of singularization
13
 (Kopytoff 1986) of 
modern objects by revealing the ways in which the curators collected: 
(1) The collections from the curator of Insular Southeast
14
: Dr. Brinkgeve collected 
modern objects in Jakarta, Indonesia in October 2012, and she mainly collected them 
in two ways. On the one hand, she bought things in local markets for “souvenirs” and 
for preparation stuffs (i.e., guiding books and electronic rings that are used for 
counting the number of prayer), while on the other hand, she received souvenirs from 
her Muslim colleagues (at least six of them) in the Museum Nasional (National 
Museum of Indonesia). The practicality of doing the Hajj was involved in the 
souvenirs bought in the souvenirs market. Local people bought souvenirs in advance 
since this way was more economical and quicker than buying souvenirs during the 
Hajj. Some local vendors imported commodities directly from Mecca. One of reasons 
that the staff of the Museum Nasional gave their souvenirs to Dr. Brinkgeve was due 
to the decrease of scarcity of souvenir, since going to Mecca has become easier and 
faster than ever. These conditions were embedded in modernity which transnational 
flows of objects and people are intensified.  
(2) The collections from the curator of Africa
15
: modern objects collected by Dr. 
Schmidt came from Nigeria and Mali. There is a huge Muslim population in West 
Africa, and more than eighty percent of population in Mali is Muslim. She collected 
objects related to the preparation of the Hajj by herself in Nigeria in April, 2013. She 
had an opportunity to visit the Friday Mosques in Lagos and to buy things in those 
little shops surrounding the Mosques. Dr. Schmidt did not go to Mali by herself, 
instead she asked the director of the Museé National du Mali (National Museum of 
Mali), Dr. S. Sidibé, to buy certain things that had cultural links to Mali for the 
exhibition, for example, Ihram clothing with the governmental print on it. Although 
Dr. Schmidt does not specialize in Islamic culture, she knew certain things existed in 
Mali since she had conducted her research there for the last twenty years. It turned out 
                                                     
13
 Kopytoff argues that things never remain only as commodities. The status of being a commodity is 
temporary, and the process that opposites to commodification is defined as singularization. Whether 
and when a thing is a commodity is based on “a moral economy that stands behind the objective 
economy of visible transaction” (1986:64). 
14
 The following content was gathered through the interview with Dr. Francine Brinkgeve, the curator 
of Insular Southeast Asia on January 16, 2014.  
15
 The following content was gathered through the interview with Dr. Annette Schmidt, the curator of 
Africa on January 28, 2014. 
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that one Muslim staff in the Museé National du Mali gathered things for the 
exhibition.  
(3) The collections from the curator of China
16
: in December, 2012, the curator of 
China went to China and was required to bring back objects related to the Hajj by Dr. 
Mols. He went to two places, Jinan (濟南) and Beijing (北京). Muslim communities 
have rooted in Jinan since Ming (明) dynasty (1368-1644) or even earlier. However, 
the local shop keeper in Jinan refused to sell products to the curator since he is not a 
Muslim, and the shop keeper also considered him as rude and strange. It ended up that 
the curator bought everything in shops in Niujie (Ox Street). Niujie is the oldest and 
also the largest Muslim district in Beijing. The curator was asked to buy practical 
items such as Ihram garments, soaps, Zamzam water, special female underwear which 
he did not find out at the end, and so on. He bought these items in supermarkets where 
many Muslims shopped and some non-Muslims came to find special products such as 
lamb. These practical items were cheap. On the contrary, calligraphy that he wanted to 
buy but without budget was much more expensive.  
 The geographical differences were manifested by collecting in diverse parts of 
the world. However, as Dr. Mols mentioned in the interview, when comparing objects 
bought by other three curators and products purchased by herself in Cairo, the 
similarity was just as obvious as the divergence. No matter where practical items were 
bought, they were made in China, India, etc. and were imported into different 
countries. Undeniably, the situation was made possible on the premise of 
globalization and modernization, in which global cultural flows of people and things 
comprise different scapes
17
 of our living environment (Appadurai 1996).  
The modern artworks on display also played an important role in shaping the 
coevalness. In the last decade, ethnographical museums have emphasized on 
aesthetics while displaying cultures that are different from their own to “reorient 
themselves as a result of the intertwined process of increased globalization” (Fuglerud 
2012:170-171). Longing for Mecca was no exception. According to Dr. Mols, she 
wanted to display modern artworks especially because art objects are very expressive 
and powerful, which can convey strong emotions to non-Muslims as well. 
There were several modern artworks which drew lots of attention from visitors, 
for example, The opening
18
 (Figure. 3) by Palestinian artist Ayman Yossri Daydhan 
                                                     
16
 The following content was gathered through the interview with the curator of China on January 30, 
2014. 
17
 Appadurai uses the word scape to highlight fluid and constantly shifting realities of global exchange 
of ideas and objects nowadays.  
18
 Seven verses from the first chapter of the Qur’an, The Opening (hence the title), are inscribed on 
the eight strips of plexiglas. The Qur’anic verses are combined with a still from the film ‘Malcolm X’.  
Malcolm X (1925-65) was one of the leaders of the religious and political movement Nation of Islam, 
who undertook a pilgrimage to Mecca in 1964 (RMV 2013, from the original object label). 
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and Magnetism
19
 (Figure. 4) by Saudi-Arabic artist Ahmed Mater, and especially the 
latter was adored by many visitors. Once when I interviewed two girls, one came from 
Moroccan and Muslim family while the other was a second-generation Romanian 
immigrant, they were very excited to show me the photos of Magnetism they had 
taken during their visit. Another female visitor also told me that Magnetism was not 
something that viewers would admire instinctively by its appearance. Instead, viewers 
admired it because of the connotation it had of what people feel about Mecca. In the 
exhibition, it was obvious that an art-culture approach as an exhibitionary strategy led 
to the result that the collections were left to speak for themselves (ibid.: 171), with the 
belief that the artists as cultural others in terms of origin, ethnicity, or class, shared the 
mental sameness of those who came to visit.  
 
                                                     
19
 “When my grandfather spoke to me as a child about their experience of Hajj, they told me of the 
physical attraction they felt towards the Ka‘ba, that they felt drawn to it by an almost magnetic pull”. 
In the installation Mater has evoked that feeling by using tens of thousands of iron filings placed 
within the magnetic fields of two magnets, only the upper one of which is visible. For Mater, 
Magnetism also conveys one of the essential elements of Hajj, that all Muslims are considered the 
same in the eyes of God whether rich, poor, young or old. As such the iron filings represent a unified 
body of pilgrims all of whom are similarly attracted to the Ka‘ba as the center of their world (RMV 
2013, from the original object label). 
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Figure 3. The artwork of The opening by Palestinian artist Ayman Yossri Daydhan in 
The Hajj room. Photo courtesy of Tang Lee.  
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Figure 4. The artwork of Magnetism by Saudi-Arabic artist Ahmed Mater in The Hajj 
room. Photo courtesy of Tang Lee.  
 
3.2 Forming the collection from Dutch Muslims 
The concept of Longing for Mecca: The Pilgrims’ Journey was originally borrowed 
from the exhibition of Hajj: Journey to the Heart of Islam in the British Museum
20
 
with some modifications. The Rijksmuseum Volkenkunde initially enlarged the 
collections from the Khalili collections
21
 and from Leiden University Library. Second, 
in order to add Dutch flavor into the exhibition, the head curator sought to work with 
other institutions, such as the Greenbox Museum of Contemporary Art from Saudi 
Arabia in Amsterdam and the Nationaal Archief (National Archives of the 
Netherlands) in the Hague, and also with private collectors and galleries in the 
Netherlands. Moreover, the exhibition was promoted as both people-oriented and 
object-led, and this was mainly done by making the interview videos and collecting 
the Hajj souvenirs from local Muslims.  
 To deliver the notion of that “the Hajj is not far away”22, the Rijksmuseum 
Volkenkunde firstly showed historical links between Dutch society and the Hajj. 
These links were mainly depicted in The journey with archives from the late 
nineteenth century and the early twentieth century. Two kinds of archive were shown 
                                                     
20
 The exhibition had been on display during the 26
th
 of
 
January to the 15
th
 of April in the year of 
2012.  
21
 The Khalili collections have been assembled by professor Nasser D. Khalili since 1970. The 
collections include eight of world’s finest art collections: The Arts of the Islamic World, Hajj and the 
arts of pilgrimage, Aramaic and Bactrian documents, Japanese art of Meiji period, Japanese kimonos, 
Swedish Textiles, Spanish Damascened Metalwork and Enamels of the World (Khalili Family Trust 
2014). 
22
 This notion has been explained in section 1.3 The expectation of Longing for Mecca.  
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including archives of Dutch people and of people who came from the colonial Dutch 
East Indies. Four historical figures comprised the former: Christiaan Snouck who 
photographed and documented everyday life in Mecca
23
; a business man Arthur 
Neervoort van der Poll who was engaged in the transportation of pilgrims
24
; George 
Kruger who filmed the first film about the Hajj in 1928
25
; and Dr. van de Hoog, a 
famous cosmetic manufacturer, who wrote the book Pilgrims to Mecca
26
. The latter 
was composed of archives from the Dutch consult in Jeddah, who dealt with pilgrims 
from the Dutch East Indies to Mecca.  
 Second, the Rijksmuseum Volkenkunde formed two set of special modern 
collections from Dutch Muslims to emphasize links between the Hajj and local society. 
These modern collections from Dutch Muslims were embodiments of individual 
experiences and personal stories, in which emotions of people were shown. One series 
of modern collection, the interviews with local Muslims about their longings for 
Mecca, was conducted by the former curator of audiovisual presentation, who has 
retired since December
27
, 2013. Interviewees comprised Dutch Muslims who did the 
Hajj or those who would like to do the Hajj in the future, and the curator wanted the 
diversity of interviewees in terms of gender, age, ethnicity, and class, etc. as high as 
possible. Originally there were fifteen interviewees, however the curator decided to 
leave out three or four of them due to the concern of themes. The curator divided 
interview videos into three themes: expectations, experiences at the Hajj and effects of 
the return form the Hajj at home, which all centered on the notion of longing. Each 
clip was edited around two to four minutes, and visitors could watch the stories of 
same Muslims in the different parts of the exhibition to follow their expectations, 
experiences and changes.  
 The formation of the interview videos was based on the aim of delivering 
messages at two levels. At the rational level, the audiovisual presentations of personal 
experiences of Dutch Muslims were believed to offer information (i.e., the Imam who 
gave advices for mental preparation, the travel agent who offered practical 
information when preparing and doing the Hajj, and the scholar of Islamic studies 
who described the political situation in Mecca), while at the emotional and 
expressional level, the interview videos were supposed to present the subjective voice 
through gestures and facial expressions of the Hajj goers. The formation also 
                                                     
23
 Christiaan Snouck (1857-1936) was a Dutch orientalist who converted to Islam in 1884 (RMV 2013).  
24
 Neervoort van der Poll was born in Amsterdam in 1891 and settled in Jeddah in 1911. He converted 
to Islam in 1995 (ibid.).  
25
 George Kruger (1890-1962) disguised as a Muslim and went to Mecca. He lived in Saudi Arabia for 
half of year (ibid.).  
26
 Dr. van de Hoog also converted to Islam (ibid.).  
27
 The information of interview videos was mainly gathered by interviewing the former curator of 
audiovisual presentation on January 23, 2014. 
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stemmed from the belief that the audiovisual presentations were attractive both for 
Muslim and non-Muslim visitors in terms of triggering resonances.  
 The other series of modern collections from Dutch Muslims consisted of the 
souvenirs brought back by the Hajj performers
28
, and these collections were exhibited 
in Souvenirs and homecoming part of the exhibition. The Rijksmuseum Volkenkunde 
borrowed around fifty-five objects from local Hajjis and interviewed them in order to 
document the stories behind each souvenir. The collections revealed very intimate 
relationships between the pilgrims and Mecca by uncovering pilgrims’ relations to 
objects, and this aspect was difficult to be shown in historical objects such as the 
Kis’wa or the Mahmal29. The souvenirs also embodied cherished memories of their 
owners, and none of these memories was identical.  
 
3.3 Brief Conclusion  
In this section, I would like to conclude how the geographical, temporal and mental 
distances were embedded in the representations of the Hajj, Islam and Muslims, to 
answer the sub-question of how Muslims in general and Dutch Muslims in particular 
were represented that I proposed at the beginning of this chapter. In sum, Islam and 
Muslim communities were represented as historically and geographically 
heterogeneous, and the Hajj was interpreted as a communal event but at the same time 
the individuality was also involved in it.  
 First of all, geographical differences were addressed through the juxtapositions 
of collections from different parts of the world. This aspect was especially manifested 
in Longing for Mecca, The journey, Ihram and Souvenirs and homecoming section in 
the exhibition. However, the geographical boundaries between separated places were 
blurred by the effect of globalization and modernization, which facilitated the 
transcultural and transnational flows of objects and people among the whole world. 
The concern was emphasized by the process of singularization of commodities bought 
by four curators, and it could be found in Preparation and Souvenirs and 
Homecoming.  
 Moreover, the concern of globalization and modernization also played a 
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 These souvenirs were returned to their landers after the exhibition ended.  
29
 “The mahmal was the ceremonial palanquin carried on a camel which was the centrepiece of the 
pilgrim caravan from Cairo to Mecca. It was made of embroidered fabrics and symbolized the 
authority of the sultan. The tradition of the mahmal began in the reign of the Mamluk Sultan Baybars 
(ruled 1260-77). Before departing on Hajj, the mahmal was paraded in the streets of Cairo with great 
pomp and ceremony and watched by thousands. It did not remain in Mecca but was brought back to 
Cairo by the returning caravan. After the collapse of the Mamluk Empire in 1517, the tradition of 
the mahmal was continued by the Ottoman sultans. At different times mahmals were also sent from 
Damascus and Yemen. The practice of sending the mahmal from Egypt to Mecca continued until 1926 
after which the practice was discontinued. It continued, however, to be paraded in Cairo until 1952” 
(British Museum 2012). 
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significant role in forming temporal distance between Muslims and non-Muslims. The 
most important concept of temporal distance was coevalness. Coevalness had the 
connotation of being in the same world under the wave of globalization and 
modernization. Not only the collecting practices but also the enlargement of the Hajj 
itself demonstrated that the global flows of objects and people have been more visible 
than ever. Undeniably, these flows have been imbedded in modernity. Historical time 
was also connected through uncovering the overlapped history between Islam and 
Christianity, and through showing the archives related to the Netherlands and the 
Dutch East Indies of the late nineteenth century and the early twentieth century.  
 Furthermore, the concept of coevalness also had the connotation of “being of the 
same mind”. Emotions were imagined by the curators as something that could trigger 
both Muslims and non-Muslims. The contemporary artworks of Muslims from Middle 
East and the special collections from Dutch Muslim population were expected to 
show emotions of pilgrims, just as the head curator said that “I can tell the Hajj in 
general as a curator, I can tell facts and figures, I can tell about the objects…but I am 
a Christian, I cannot tell my own experience” (Interview on February 2, 2014). The 
Rijksmuseum Volkenkunde tried to depict Muslims as speaking subjects and actors, at 
least in terms of their own experiences and emotions.  
 However, these distances demarcated by the curators in the exhibition should be 
inquired further in some aspects. Nowadays, considering Islam as the fixation of time 
is to enhance the European identity, and to consolidate the value of secular modernity 
(Flood 2013:53). At first glance, the creation of coevalness seemed to rescue the 
popular image of Islam from a teleological narrative of modernity. The exhibiting 
strategy of assimilating (Karp 1991:375) should be questioned because the narrative 
of teleology itself implies that there exists the Other who is relatively “traditional” 
when comparing with Western society, and it implies that “If some people are 
particularistic and other accommodating, then it is ‘Obvious’ that the more 
particularistic groups should change in the direction of the more modern one” (Lavine 
1992:144).  
It is relatively abstract and difficult to depict that the realization of the Hajj and 
Islam are embedded in modernity instead of being inspired by modernity. As Finbarr 
Barry Flood mentioned in Adrian Gerbrands Lecture in December, 2013
30
, the modern 
technologies, such as printing and photography, are instrumentized, and facilitate the 
                                                     
30
 Flood gave a lecture titled as “Sanctified Sandals - Imaging the Prophet in an Era of Technological 
Reproduction” on the third Adrian Gerbrands Lecture in Rijksmuseum Volkenkunde on the 29
th
 of 
November, 2013. “The Annual Adrian Gerbrands Lecture is a joint initiative of the Fund for Ethnology 
Leiden, the National Museum for Ethnology, the Beeld voor Beeld Documentary Film Festival and the 
Institute for Cultural Anthropology and Development Sociology (Leiden University). The lecture 
intends to promote academic and popular interest in research combining material culture studies, the 
anthropology of art, and visual anthropology” (RMV 2013). 
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reach of the charisma of the Prophet. According to Flood, the borrowed aura of the 
Prophet’s sandal is enhanced by the extra moment added through the photograph, and 
the accessibility to aura is enlarged by the mass production which invites more 
Muslims to make their devotions to the Prophet. In the Longing for Mecca exhibition, 
the discussion of relationship between Islam and modernity was left out in this sense.  
It is obvious that the exhibition was aimed at countering the cultural determinism 
which has dominated the common assumption of Islamic practice (Flood 2002:642) 
and the mosaic concept of culture. However, since Dutch Muslims were mainly 
depicted as speaking subjects in terms of their own emotions, the exhibition omitted 
anthropological and sociological backgrounds of Dutch society and local Muslims. In 
other words, the exhibition did not success in displaying the particular configuration 
of Dutch Muslims, for example, the composition of Dutch Muslim population and the 
figuration of the Hajj related industry in the country. The connection between Dutch 
Muslims and the country was underrepresented, and the reason for recognizing the 
importance of the Hajj within the nation was also absent. This was resulted from that 
the collections from Dutch Muslims were contributed to discovering individuality and 
particularity of the Hajj since the ritual is very enormous, communal and anonymous.  
 Although the mental sameness of those whose stories and objects were on 
display and those who visited was emphasized, the exhibition failed to show how two 
groups were connected in the physical world. This can be considered as a way of 
othering because Dutch people without Muslim background rather experienced the 
disjuncture between themselves and Dutch Muslims than the physical and real-life 
connection. The representation failed to bridge the disjuncture, however, the 
possibility and the importance of recognizing the disjuncture will be discussed later in 
Chapter 5 in which the Rijksmuseum Volkenkunde is considered as a public space.  
Last but not least, to make reflection on the mosaic concept of culture, it is 
essential to demonstrate the construction of differences in historical process (Ferguson 
and Gupta 1992:16). The meaning of social inclusion should transcend from “being 
the same” into identifying historical process that constitutes both difference and 
similarity. The questions of what is the historical process that forms Dutch Muslims, 
and in which ways that the Hajj is deeply bonded with Dutch society, needed to be 
answered. The uses of local, intensely private history and the large-scale sociological 
context of why and how life has become the way it is has to be balanced (Tchen 
1992:295). 
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4. The bond that ties with Muslims 
This chapter will dedicate to the collaborative works between the Rijksmuseum 
Volkenkunde and Dutch Muslims. Two sub-questions should be answered. One is 
what kinds of collaboration were done to create greater participation of local Muslims 
in Dutch society? While the other question is how collaboration influenced visitors’ 
perception of the Hajj, Islam and Muslims? My sub-questions here are aimed at 
showing the distribution of exhibition authority, which both influences the production 
of knowledge (the representation of the underrepresented) and the consumption of 
knowledge (the way that visitors understand these representations). Information that I 
present in this chapter was mainly gathered by interviews with museum staff and 
exhibition-goers, and questionnaires for visitors. 
 In the first section of this chapter, I will initially discuss several collaborative 
works done with different degrees of participation of local Muslims. In addition, I will 
review the collections of interview videos and souvenirs to explain how these 
collections not only influenced visitors’ perceptions of the exhibition but also shaped 
the expectations about the exhibition of Longing for Mecca.  
 The second section will be devoted to the discussion of polyphonic dimensions 
of producing knowledge by demonstrating diverse contents from three exhibition 
guides and how their visitors interacted with them.  
 
4.1 A museum with people  
According to levels of collaboration, Phillips (2003:158) distinguishes collaborative 
exhibitions into two types, the community-based exhibit and the multi-vocal exhibit. 
Scott (2012:4) further elaborates on how these two types of collaboration serve 
different functions for the museum: while the former serves to decentralize curatorial 
authority by aiding source communities in designing the project, the latter functions 
as a platform where multiple perspective are presented. Several collaborative works 
between local Muslims and the Rijksmuseum Volkenkunde better fit the form of the 
multi-vocal exhibit, but still with different degrees of participation from local 
Muslims.  
 It is noteworthy that the most influential figure of the whole collaboration was a 
Muslim public relations practitioner/exhibition advisor, Alia Azzouzi, specially hired 
by the Rijksmuseum Volkenkunde for the exhibition Longing for Mecca. Alia was 
born in Rotterdam in 1980 as a second-generation Moroccan immigrant. Before she 
started to work with the museum, she had been teaching at a high school. Alia was 
involved in all collaborative works, and she used her social network to aid in building 
bridges between the museum and local Islamic communities. 
First of all, Alia and Dr. Umar Ryad, a Muslim scholar who teaches Islamic 
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studies at Leiden University gave advice to Dr. Mols on writing exhibition texts and 
labels. Second, Alia sent information about collaborative works and Longing for 
Mecca to Islamic organizations. For instance, she helped the museum with 
announcing the activity of collecting Hajj souvenirs in mosques and discussing with 
Islamic schools about what programs should be provided for them. Third, Alia 
introduced local Muslims from different backgrounds to the former curator of 
audiovisual presentation in order to make interview videos, and she also participated 
in an interview as well. Beside this, she also told her own stories of going to Mecca 
for the educational program of the museum.  
 There were also other forms of collaboration to augment visibility of local 
Muslims. A world renowned “modern Freestyle” football player, Soufian Touzani, a 
Dutch Muslim with Moroccan background, had been to Rijksmuseum Volkenkunde 
several times during the exhibition to talk about his own longing for Mecca. When he 
came to the museum, he performed his tricks to promote the exhibition as well 
(Figure. 5). The marketing department of the Rijksmuseum Volkenkunde made an 
advertisement with one guest exhibition guide who also made an interview video for 
the exhibition. In these cases, collaborative works focused more on the periphery of 
the exhibition (i.e. educational program and advertisement) instead of on the 
exhibition itself. The Rijksmuseum Volkenkunde functioned as a platform where 
information could be sent out and visibility of local Muslims could be seen.  
 
Figure 5. Soufian Touzani performed modern freedom football with children 
(Rijksmuseum Volkenkunde press photo provided by the PR department).  
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 Collaboration dedicated to the contents of the exhibition was already 
demonstrated in the last chapter: interview videos and Hajj souvenirs. There are two 
sets of collection which came directly from local Muslims, and both of them were 
aimed at showing the personal, cognitive and emotional aspects of the Hajj. One 
series of collections was the interview videos with local Muslims who had done the 
Hajj or who would like to perform the Hajj in the future. The other set of collections 
comprised the Hajj souvenirs brought back by Dutch Muslims. In modern curatorial 
practice, personal sensations such as emotions and feelings are added to encourage 
dialogue between viewers and the works on display (Scott 2012:5). Undeniably, 
collaboration as such functions as an interpretive device in which personalized stories 
aid visitors in connecting to the subject matter of exhibitions (Schultz 2011:8). 
 According to the questionnaires and the interviews that I conducted with visitors 
of Longing for Mecca, interview videos of local Muslims did have an influence on the 
learning process of visitors even if the impacts were quite diverse. The quantitative 
data shown below indicate that interview videos could have influences on visitors’ 
perception of the exhibition. Table 1 is aimed at showing to what extent the interview 
videos helped visitors with understanding the Hajj, while table 2 indicates to what 
extent the interview videos were informative for visitors. The data showed in table 
one and table two directly point out the active role of the audiovisual presentation of 
local Muslims in shaping visitors’ learning process. In table 1, over 76% of Muslim 
visitors and 80% of non-Muslim visitors agreed that “the interview videos showed in 
the exhibition help me to understand the Hajj”, while in table 2, more than 76% of 
Muslim visitors and 68.3% of non-Muslim visitors agreed that “the interview videos 
on display are informative for understanding Islam, Muslim and the Hajj”. 
 
 Strongly 
disagree 
Partially 
disagree 
No specific 
opinion 
Partially 
agree 
Strongly 
agree 
Muslims  
(21 samples) 
0% 0% 23.8% 38.1% 38.1% 
Non-Muslims 
(61 samples) 
0% 4.9% 14.8% 49.2% 31.1% 
Table. 1 The data from the scale of “the interview videos showed in the exhibition 
help me to understand the Hajj”.  
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 Strongly 
disagree 
Partially 
disagree 
No specific 
opinion 
Partially 
agree 
Strongly 
agree 
Muslims 
(21 samples) 
0% 4.8% 19% 47.6% 28.6% 
Non-Muslims 
(63 samples) 
0% 6.3% 25.4% 50.8% 17.5% 
Table. 2 The data from the scale of “the interview videos on display are informative 
for understanding Islam, Muslim and the Hajj”. 
 
When I talked to visitors directly, I found out that emotional expression and 
practical information provided by interviewees spoke to them the most. Two visitors, 
Sarah and Adina, who visited the exhibition together told me that one thing that they 
really enjoyed in the exhibition was the presentation of personal stories of Muslims. 
First, the presence of Muslim interviewees showed them the diversity of the Islamic 
world. They were surprised to see Muslims from different background since they had 
been thinking that they would only see male Muslims with big beards or old women 
in videos. However, there were among others Turkish, Dutch, and Moroccan Muslims, 
ranging from old men to young and fashionable women. Second, they thought that the 
videos really showed the feelings of Muslims. Sarah was an ethnic-Moroccan Dutch 
Muslim, and she felt that she could really connect herself with other interviewees and 
even cried. On the other hand, Adina was an ethnic-Hungarian Dutch Orthodox 
Christian, and she connected herself with interviewees in a different way. Adina told 
me that as a person who had been raised in the Netherlands, she was satisfied to see 
these interviews were made with people who spoke Dutch.  
 Two of my informants, Mr. and Mrs. Smits also enjoyed the interview videos and 
watched them all. They liked these videos because the personal stories of Muslims 
were well documented. In addition, Mrs. Smits especially liked the one with a Muslim 
travel agent who offered many practical tips for organizing the Hajj. She thought this 
video in particular demonstrated how globalization and development of technology 
influenced the Hajj. Among all of my informants, Mrs. Smits was not the only one 
who found the interview videos informative. Another informant told me that she and 
her husband found the interview with the travel agent practical, although they thought 
that interview videos created too much noise and made it difficult for audiences to 
concentrate. Another informant shared a similar opinion toward the interview videos. 
She thought that even though the interview videos were necessary for the exhibition, 
they were overwhelming for visitors. However, she did like the interviews with three 
Dutch experts: an Imam, a travel agent and a scholar of Islamic studies, which 
provided practical information.  
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 Comparing these interview videos with another audiovisual presentation, a 
seven-minute short film in The Hajj room, the interview videos provided information 
from very different perspectives. The film was about the rituals of the Hajj, about 
what rituals should be performed where and when, with actual scenes documented in 
the Hajj. Among four groups of visitors (each containing seven visitors in total) that I 
interviewed all mentioned that the film helped them to better understand the Hajj. 
Furthermore, together with the multimedia installation that surrounded the film 
(Figure. 6), it also created the ambience of being in Mecca or being one of pilgrims 
for some visitors.  
 
Figure 6. Visitors were surrounded by the multimedia installation in The Hajj room 
(Rijksmuseum Volkenkunde press photo provided by the PR department).  
 
Noticeably important is that even though the head curator considered the 
audiovisual presentation of local Muslims as a necessary means to grasp the essence 
of the exhibition, the effect was not always visible among visitors. Table 3 and table 4 
below show how popular the interview videos were among Muslim visitors and  
non-Muslim visitors respectively. The results from both tables show the opposite 
trend to the outcome expected by museum staff. Both the head curator of the 
exhibition and exhibition guides told me that non-Muslim visitors show greater 
interest in personal stories presented in the audiovisual presentation than Muslim 
visitors since they were not familiar with stories about the Hajj. However, up to 67% 
of non-Muslims visitors, including 12% who watched none of interview videos and 
44 
 
55% who watched around one fourth of interview videos, showed little interest in 
personal stories and individual experiences of local Muslims. Surprisingly, only 13% 
of Muslim visitors watched less than one fourth of interview videos.  
  
Table.3                             Table. 4 
 
If the interview videos were efficient because that they embodied the presence of 
local Muslims, the souvenirs from local Muslims were competent on account of their 
materiality and agency. The claim that photographs “are objects specifically made to 
have social biographies. Their social efficacy is premised specifically on their shifting 
roles and meanings as they are projected into different spaces to do different things” 
(Edward 2012:222) is also true for souvenirs. It is also based on this account that the 
head curator of the exhibition recognized that the materiality of diverse objects on 
display could create a different distance between visitors and things. In the Souvenirs 
and homecoming section, there were historical Hajj souvenirs, for example, pilgrims 
certificates (Figure. 7) that pilgrims received after they had performed the rituals, and 
modern Hajj souvenirs, including souvenirs bought by the curator of Insular Southeast 
in the market in Jakarta, souvenirs donated by Indonesian Hajjis, and souvenirs landed 
by Dutch Hajjis. Popular souvenirs include prayer rugs (Figure. 8), prayer beads, caps, 
cosmetics, Zamzam water, non-perfume soaps that pilgrims use to clean themselves, 
and so on.  
 
Almost all 
the 
interview 
videos 
3% 
Around 
75% of 
interview 
videos 
14% 
Around 
half of 
interview 
videos 
16% Around 
25% of 
interview 
videos  
55% 
None of 
interview 
videos 
12% 
Among 65 non-Muslim visitors who 
answered "what percentage of the 
interview videos did you watch"  
All most 
all of 
interview 
videos 
18% 
Around 
75% of 
interview 
videos 
14% 
Around 
half of 
interview 
videos 
55% 
Around 
25% of 
interview 
videos  
4% 
None of 
interview 
videos 
9% 
Among 22 Muslim visitors who 
answered "what percentage of the 
interview videos did you watch"  
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Figure 7. In Souvenirs and homecoming room, there were the Hajj certificates that 
pilgrims received after they had performed the Hajj. Photo courtesy of Tang Lee.  
 
Figure 8. Prayer rugs displayed in Souvenirs and homecoming room. They have been 
very popular souvenirs for Hajjis. Photo courtesy of Tang Lee.  
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 It is true that the material culture of the Hajj has mainly been constitutive of and 
constituted by elites. For example, Mahmals were made to symbolize the authority of 
Sultans while the Kis’wa was ordered by kings of Saudi Arabia. However, objects 
related to the Hajj have always been inspired by people who do not have much 
financial means. The Hajj souvenirs are created to cater to different wallets, and at the 
same time they are available to almost every pilgrim. In the exhibition, the Hajj 
souvenirs played an important role in evoking certain responses and emotional affects. 
The souvenirs were expected to be recognized as objects of everyday life, which were 
related to people in a very personal manner. Dr. Mols expected Muslim and 
non-Muslim visitors to interact with objects on display differently. For the former, 
triggering memories was given a priority, while for the latter, demonstrating the fact 
that pilgrimages worldwide (i.e., Lourdes and Santiago de Compostela) are connected 
to buying (similar) things was considered as a goal.  
 Although the souvenirs could be daily objects, they could still trigger 
experiences and memories that are rarely recalled in everyday life. When I asked Mrs. 
Smits whether she liked the souvenirs room, she replied that to her surprise, these 
souvenirs, such as prayer beads and viewmaster with slides of Mecca
31
, were quite 
similar to those she had seen during her trip to Lourdes in France, where Catholics go 
for their pilgrimages. However, she told me that it was not a pleasing experience at all. 
The Hajj souvenirs reminded her that locals forced them to buy souvenirs. Sarah and 
Adina also told me that when they visited the souvenirs and homecoming section, they 
both recognized something familiar. As a Muslim, Sarah recognized many souvenirs 
which she had received from others or had seen in other places. According to her 
former experiences, she understood why people in the video (this one was not made 
with Dutch Muslims) could spend four thousand euros to buy souvenirs for the whole 
village. To my surprise, even though Adina was not a Muslim, she still excitingly took 
out two green lipsticks which she had received from a friend who had performed the 
Hajj from her cosmetic bag, while there was a box of green lipsticks
32
 on display as 
well. 
Alfred Gell’s (1998) theory of art reveals the anthropomorphic tendency of 
people when thinking of intentionality behind the world of artifacts (Miller 2005:13). 
Objects thus have human agency because “the creative product of a person or people 
become their “distributed mind” which turns their agency into their effects, as 
influence upon the minds of others” (ibid.: 13). From this standpoint of comparison 
                                                     
31
 Nènè Kadidiatou Keita (69) of Bamako, mother of seven children, brought this viewmaster as a 
souvenir from Mecca in 2012, in order to show her family, friends and children the holy places she had 
visited (RMV 2013, from the original object label). 
32
 Box of green lipsticks that turn red after they are applied to the lips. Cosmetics are a popular Hajj 
souvenir (RMV 2013, from the original object label). 
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with the Hajj souvenirs, historical objects or elite arts of the Hajj came from a totally 
different nature and were expected to have different effects as well. The Kis’wa had 
been ordered by the Sultans and now by the king of Saudi Arabia, and its cost had 
been paid by the elite classes. Furthermore, the Kis’wa has also been made to cover 
the Ka’ba and to create the distance between its viewers and itself. Similarly, the 
Mahmal
33
 carried by camel caravans from Egypt (Figure. 9) is not something that 
normal people can have in their own places. Visitors could be awed by the techniques 
of making the Kis’wa or the Mahmal or by the amount of gold and silver craftsmen 
used, etc. Visitors could not possess the objects as such on their own, but they could 
only see it from a distance.  
 
Figure 9. Mahmal was displayed in the middle of the Preparation room (Rijksmuseum 
Volkenkunde press photo). 
 
Displaying souvenirs is thus different from exhibiting historical objects and elite 
artworks. While the materiality of the Kis’wa and the Mahmal distanced the objects 
from viewers, which further led to the sense of majesty
34
, the modern souvenirs 
                                                     
33
 This ‘mahmal’ is one of the few to survive. The roundels at the top bear the embroidered 
monogram (‘tughra’) of the Ottoman sultan Abd al-Aziz (ruled 1861-1876). On the sides is the name of 
Isma‘il, the Khedive of Egypt (ruled 1863-1879) who presented this ‘mahmal’ to be taken on Hajj. The 
‘Throne Verse’ from the Qur’an (2:255) is inscribed in sections all the way around (RMV 2013, from 
the original object lable). 
34
 For example, one Muslim informant told me that she felt owed when standing in front of the Kis’wa 
because it had been covered the Ka’ba. For her, the kis’wa displayed in the room offered an 
opportunity of being closed to the Ka’ba, the home of God. 
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related to visitors in terms of personal memories and individual emotions. Artefacts 
and their efficacy are activated by networks of people and things, in which 
technologies and structures give objects meanings (Edwards 2012:223). Through a 
series of comparison, it is clear that collections on display embodied responses and 
emotions differently, and these effects are put to work through their material 
substance. The communality and the accessibility of daily objects (e.g., preparation 
objects and souvenirs), and the peculiarity and the scarcity of Islam elite art, were 
involved in creating different distances, emotions and effects, to make the exhibition 
more solid. The modern Hajj souvenirs were thus irreplaceable and necessary in the 
people-oriented exhibition in this sense. Although within the complete collections, the 
modern Hajj souvenirs occupied a special position, their specialty was invisible for 
many non-Muslim visitors who remained unaware. As the data in table 5 shows, the 
Souvenirs and homecoming section was less impressive among non-Muslim visitors. 
While 33% of Muslim visitors found this section eye-catching, only 13% of Christian 
visitors, 5% of atheist visitors and 0% of agonistic visitors considered the section 
impressive. How to promote the visibility of collaborative works, both of the 
audiovisual presentation and the Hajj souvenirs from local Muslims, remains a serious 
issue for the Rijksmuseum Volkenkunde to consider.  
 
Religions/ numbers 
of samples 
The exhibition sections 
Muslims  
(24) 
Christians 
(40) 
Atheist 
(49) 
Agonistic 
(5) 
Longing for Mecca 54% 26% 22% 40% 
Preparation 42% 23% 22% 20% 
The Journey 50% 44% 35% 40% 
Ihram 46% 8% 0% 40% 
The rituals of the Hajj 71% 51% 49% 40% 
The Ka’ba and the Kis’wa 50%     38%     35%     60%     
Souvenirs and homecoming 33% 13% 5% 0% 
Medina 50% 13% 8% 20% 
Table. 5 The answers on the question of “which parts of the exhibition did you find 
the most impressive”. 
 
4.2 From a grand narrative to polyphonic narratives 
Schultz (2011:4) points out that although museums seek to “address a multitude of 
audiences simultaneously, museums cannot communicate in direct response to the 
particular learning needs of each visitor…personal interactions do allow for unique 
encounters that can aid people in their own learning process”. Starting from this point 
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of departure, exhibition guides play an important role in the learning process by 
providing personal interactions which help museum goers to receive “specific 
messages intended by collaboration” (ibid.: 4).  
It is notable that there were several exhibition guides for the Longing for Mecca 
exhibition, and each of them emphasized different aspects of the Hajj. Four of them 
specialized in guiding this exhibition in particular while others were museum staff, 
such as the curators and the exhibition designer. For Longing for Mecca, there was not 
the so-called standard operating procedure for guiding the exhibition. Instead, the 
head curator firstly gave a tour for all exhibition guides and then allowed them to 
develop their own storylines for tours
35
. In the following paragraphs, I will discuss 
how three exhibition guides, including two who have Muslim backgrounds and one 
who is an amateur researcher of Islamic culture, focused on diverse perspectives of 
the exhibition and differed their address according to the nature of groups that they 
guided.  
 The first guide, Silvy
36
, has worked for the Rijksmuseum Volkenkunde since 
1998. In the museum, Silvy gives tours to both student groups (up to high school 
students) and adult groups for the Indonesian gallery and the Asian gallery. She comes 
from Indonesia and has grown up in a Muslim family. She is also familiar with the 
Hajj since her father has been to Mecca five times. She mainly guided groups who 
spoke Dutch in the exhibition Longing for Mecca. For the parts of interview videos 
with Dutch Muslims and Souvenirs and homecoming, Silvy usually asked visitors to 
browse by themselves. When she guided Muslim adult groups, she drew attention to 
the short film of the Hajj, which was in The Hajj section, and also on Islamic items 
such as the Kis’wa. However, for non-Muslim adult groups, she addressed more 
archives of the Dutch East Indies since those Dutch people were generally interested 
in seeing old documents and photographs of the colonial period, and some of them 
were even born in Indonesia. Besides, she also elaborated more on details of the Hajj 
itself. 
 Muslim students and non-Muslim students also showed different interests. For 
the former group, Silvy recognized that they often had Turkish or Moroccan 
backgrounds, and therefore she underlined the fact that the Islamic world is more 
diverse than they think. Her tours for Muslim students often left more space for 
expression and discussions. For example, although Silvy knew that Muslim children 
were familiar with the Hajj, she still proposed the question of what the five pillars of 
Islam are, and children often responded actively to the question. For non-Muslim 
                                                     
35
 Sometimes an exhibition guide could give a tour to another exhibition guide. Alia gave a tour to 
another Muslim guide, Mrs. J, who had been specially employed for the show as well. 
36
 Interviewed with the author, January 29, 2014. 
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students, there were several facts that Silvy highlighted since teachers of non-Muslim 
schools always distributed handouts to their students and asked them to answer certain 
questions. Common questions were about the old routes to Mecca, the rituals of the 
Hajj, and the number of Dutch Muslims who performed the Hajj last year. 
 However, exhibition tours were not mono-directional. Exhibition tours were 
interactions between people, and also first-hand engagements between visitors and 
museum personnel (Schultz 2011:4). Silvy told me that she had received comments 
several times when guiding Muslim students to the Preparation room. There were 
modern compasses on display, which indicated the direction of Mecca for Muslims 
when praying, however, Muslim students regarded them as old-fashioned since many 
Muslims simply use their mobile phones nowadays. Furthermore, especially for 
non-Muslim visitors, the presence of Silvy itself was an important element of the tour 
in terms of reversing Western ideology toward Muslims. Visitors were surprised to 
learn that Silvy had a Muslim background because she did not wear headscarf and did 
not dress like Muslim females in Western imaginary. Also, Silvy could provide further 
information and discussion when visitors had misunderstandings. On one occasion, 
there was a non-Muslim visitor who came to ask Silvy whether it was true or not that 
the Quran recorded that Muslims should curse on non-Muslims. She was very 
surprised to hear that. Silvy told the visitor that she had never seen this is the Quran, 
and even if it was written in Quran, what he heard must be cited out of context. 
 The second guide, Mrs. J
37
, was a guest tour guide for the Longing for Mecca 
exhibition. She was born in Rotterdam as a second generation Moroccan immigrant. 
Mrs. J is a Muslim who has performed the Hajj herself, and she also made an 
interview with the former curator of audiovisual presentation to tell her own stories in 
the exhibition. She guided both Muslims and non-Muslims, adults and children
38
. Mrs. 
J told me that she did not make huge differences between tours for Muslims and tours 
for non-Muslims, excepting that for the latter she put more emphasis on the rituals of 
the Hajj and her own feelings toward the Hajj since non-Muslims in general had a 
lack of knowledge on this subject. The biggest difference Mrs. J made for adults and 
children was that she told more stories when guiding children while giving more 
information about objects to adults. 
In general, Mrs. J offered information that was unknown to both Muslims and 
non-Muslims. Firstly, she told practical information that was little-known, such as the 
physical dimensions (i.e., weight, width, depth and weight) of the Ka’ba and the 
Kis’wa. Secondly, performing the Hajj in the old days was also highlighted, for 
                                                     
37
 Interviewed with the author, February 10, 2014. 
38
 However, at the moment I interviewed her, she had only guided one adult Muslim group while 
other adult groups were all non-Muslims. 
51 
 
example, the difficulty of doing the Hajj in the past and different ways to go to Mecca. 
Thirdly, Mrs. J stressed anecdotes related to the Hajj, such as the Dutch guy who 
pretended to be a Muslim to sneak into Mecca for taking photos and making a film. 
These facts surprised all kinds of visitor - even Muslims - because these facts were 
not taught in mosques or Islamic schools since they are not required in order to 
believe in God and the Prophet Mohamad.  
 The presence of Mrs. J as a Muslim was an essential part of the guided tour, 
especially for non-Muslim visitors. Mrs. J put in a lot of effort to relate herself with 
non-Muslim visitors with the recognition that only Muslim guides could really reveal 
longing for Mecca while non-Muslim guides could only tell neutral facts. She gave 
several examples that would be familiar to non-Muslim Dutch people. For instance, 
she told visitors that during the Hajj, people walked a lot but there were other people 
who encouraged you from the sidelines, and it was similar to the four days marches in 
Nijmegen. She also compared the scene in Mecca with the party Sensation White in 
the Netherlands, an indoor electronic dance music event in which everyone wears 
white clothes. Juxtaposing longing for Mecca with desires of children of going to 
Disneyland is the other vivid example of the way that Mrs. J explained her feeling, 
and by giving an example like this, visitors could understand how she felt when she 
was a small kid.  
 Equally important is that the presence of Mrs. J also provided the opportunity of 
an encounter with a Muslim for non-Muslim visitors. Mrs. J recalled that many 
visitors told her that she changed their opinions on religion. Before, they had thought 
that religion was something that people force you to do. However, when they saw 
how Mrs. J expressed her feelings and experiences, they realized how people love 
Mecca and their religion. The case of Mrs. J again shows that the presence of people 
in the exhibition has influences on learning in terms of making a personal and 
emotional connection to the subject matter of displays (Schultz 2011:7-8). 
 The third guide who was also involved in the exhibition was Mr. N. Mr. N was 
born in a Canarian family in Rotterdam after his parents had immigrated to the 
Netherlands. He is not a Muslim but has a Catholic background instead. However, Mr. 
N is also an amateur researcher of Islamic culture. He has worked for the 
Rijksmuseum Volkenkunde since 2012. For the Longing for Mecca exhibition, he 
gave tours to children and adults from both Islamic groups and non-Islamic groups. 
Mostly he emphasized the same objects in all his tours but with different approaches. 
He explained things to non-Muslim visitors while posing questions to Muslim visitors 
in order to involve them in his tours. Muslim visitors often came to share their own 
stories with him. The tours always started with the Quran as a summary of the tour 
and ended up in the Medina room. Mr. N focused on the journey to Mecca (i.e. a very 
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big map), preparation (i.e. one visa from the twelfth century for a donkey), Ihram 
garments, the Kis’wa, and modernization of Mecca which caused tension among 
Muslims (i.e. one modern photograph showing how Mecca looks like nowadays).  
 The three cases of the tour guides mentioned here show that different voices 
were added into the exhibition according to the individual concerns and personal 
backgrounds of the exhibition guides. In this sense, the contents of the exhibition 
provided a framework in which the personal interpretation of exhibition guides could 
be developed organically instead of mechanically
39
. However, having those people 
whose own cultures and histories are displayed in museums as speaking subjects is 
quite different from having just anybody as tour guides, especially for 
experience-oriented exhibition. Mrs. J recalled that many non-Muslim visitors 
actually knew things about Islam, but they were not confident in this knowledge. 
Therefore, they frequently asked for confirmation like “do you really pray five times a 
day toward the direction of the Ka’ba”. It is important for those visitors to have 
someone in front of them to make them realize that it was not only a story or an 
abstract idea told by the museum, but also a real thing that people practice in their 
daily lives. 
 It is undeniable that collaboration is effective for engaging local people in 
self-determination and self-representation, however, this active engagement remains 
largely unnoticed by exhibition-goers with little acknowledgement (Schultz 2011:2). 
That having people who are involved with the subject of the exhibition in their daily 
lives as exhibition guides made collaboration relatively visible. Nevertheless, it is still 
necessary for the museum to consider the limit of collaboration in terms of the people 
they select for collaboration. Apparently, a few local Muslims were engaged in 
producing knowledge while working as guest exhibition guides. However, local 
Muslims as visitors were excluded from the production process of knowledge since 
the opportunities left for Dutch Muslims to jointly interpret and debate the ideas 
expressed in the exhibition were mainly ex post rather than ex ante. As a result, in the 
dialogue, the space left for discussion and interpretation remained limited for those 
people for whom the exhibition was intended to engage. 
 
4.3 Brief conclusion  
In this chapter, I have elaborated both the forms and the contents of collaborative 
works between the Rijksmuseum Volkenkunde and local Muslims, and I have also 
demonstrated how the contents influenced visitors’ perception of Islam, the Hajj and 
                                                     
39
 I borrowed the concept of being organic and mechanic from Durkheim (1984). The interpretations 
were organic in the sense that both the contents and the strategies to demonstrate those contents 
showed that social bonds between visitor and guides were relatively strong and relatively 
people-oriented. 
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Muslims.  
The forms of collaboration of Longing for Mecca can be divided into three 
genres according to their functions. One genre of collaborative work was dedicated to 
promoting visibility of local Muslims through the activities related to the exhibition, 
which included the educational programs and the advertisements with local Muslims. 
A second genre of collaboration was aimed at connecting the museum with local 
Islamic communities (i.e. Islamic schools and mosques). The works of this genre were 
done primarily through the one-person network of Alia Azzouzi who had been hired 
for the exhibition and was in charge of communication between the museum and local 
Muslims. The other genre of collaboration made a direct contribution to the contents 
of the exhibition, which was similar to what Phillips (2003:158) defines as a 
multivocal model. The most important works were producing audiovisual 
presentations with and collecting the Hajj souvenirs from local Muslims, which were 
aimed at providing personal stories and individual experiences behind the communal 
phenomenon of the Hajj. There were also local Muslims who gave tours for the 
exhibition to build personal and emotional connections between the exhibition and the 
exhibition-goers. There were still other collaborative works related to exhibition 
labels and texts, including receiving advice from Alia Azzouzi and the Muslim scholar 
of Islamic studies. 
 Undeniably important is that the collections from local Muslims played an 
important role in shortening the distance between originating people and visitors 
because of the forms and the contents of the collections. Interview videos on display 
relieved the role of museum professionals as inter-mediators between stories on show 
and people, in the sense that people directly told their own stories to visitors and their 
presences had been visualized. At the same time, the interview videos were active in 
providing practical information of the Hajj and revealing more profane aspects of the 
pilgrimage, which the religion seldom reveals to its believers.  
On the other hand, the Hajj souvenirs from local Muslims were expected to 
engage visitors to the exhibition more in terms of resonance than wonder. Resonance 
stands for the power of an object “to reach out its formal boundaries…to evoke in the 
viewer the complex, dynamic cultural forces from which it has emerged and for which 
it may be taken by a viewer to stand”, while wonder means the power of the object “to 
stop the viewer in his or her track, to convey an arresting sense of uniqueness, to 
evoke an exalted attention” (Greenblatt 1991:42). The social relation in which the 
Hajj souvenirs are produced, used, accumulated and performed is the key to answer 
how these collections deliver certain messages to and trigger memories in audiences. 
It was through the communality and accessibility of the Hajj souvenirs that resonance 
could be made possible.  
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 The exhibition guides were also important in terms of providing information 
about the exhibition and sharing authorship with the curators. Even more important 
was that they provided an interpersonal channel for visitors to have dialogue with 
originating people. Explicit in collaboration as such is that Rijksmuseum Volkenkunde 
tried to depict originating people as speaking subjects and representatives of their own 
culture. The collaborative program also evoked the awareness of visitors that the 
exhibition was not only about things but also about people with the presence of 
originating people.  
 Even though the Rijksmuseum Volkenkunde attempted to empower local 
Muslims with subjective voices through a series of collaborative projects, there are 
two remarks I want to make when considering the results of these projects. First, 
dialogue between originating people and the museum was not very intensive. The 
head curator of the exhibition consciously realized the situation in which local 
Muslims were not familiar with museums and cultural institutions alike, and thus they 
were not used to collaborating in such ways. In addition, what the social network of 
Alia brings for the museum needs to be examined thoroughly as well. The one-person 
network makes “museums work mainly with individuals within communities rather 
than with communities per se”, and often results in the consequence that “ownership, 
control and power are shared among a limited number of individuals from the 
community and specific museum staff” (Fouseki 2012:2). Last but not least, although 
the museum had recognized local Muslims as their key audiences, the museum failed 
to criticize the dichotomous approach which positions curators as producers and 
audiences as passive consumers. In this sense, collaborative practices turn back into 
museological practices which distance the museum itself from the public it claims to 
serve. Tchen (1991:290) criticizes that the “lack of contact is especially troubling 
when the subject of scholarship and exhibition is a community that the museum is 
trying to attract into its membership”, and there is no simple way of turning a 
community into a member of a museum by a single event.  
That non-Muslim visitors failed to recognize the importance of collaborative 
works with local Muslims is another issue. As demonstrated earlier in table 3 and 
table 4, the percentage of non-Muslim visitors who went through more than half of 
interview videos (33%) is much lower than that of Muslim visitors (87%). In addition, 
as pointed out in table 5 above, non-Muslim visitors showed little interest in the 
Souvenirs and homecoming section. Only 13% of Christian visitors, 5% of atheist 
visitors and 0% of agonistic visitors regarded this part as impressive. Therefore, how 
to turn collaboration from merely a normative practice of museum work into 
something that can be recognized by museum-goers remains a challenge for a 
museum with people, if visitors are not even aware of this concept.  
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In order to counter social exclusion, it is important for a museum both to provide 
resources to groups identified as socially disadvantaged and to use the museum’s 
capital to communicate, educate, and influence public opinions (Sandell 
1998:412-413). However, the nature of source communities and the dichotomy of 
museum professionals and exhibition-goers led to the result that resources provided 
remained limited, while the lack of recognition of collaborative works also partially 
strained the museum’s potential to evoke dialogue among the public.  
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5. A museum as a public space  
In the previous chapter, I have demonstrated one part of the consumption of 
knowledge by revealing how collaborative works influenced visitors’ learning 
processes. In this chapter, I will further elaborate on what made a more democratic 
learning process possible and accessible through answering the sub-question: how was 
the Rijksmuseum Volkenkunde turned into a more democratic public space.  
 After the Second World War, the educational service and the public relations 
section have been widely set up within museums of all kinds (Avé 1980:16). In 
addition, Western museums have evolved from a collection-based organization to a 
more public-service led one, and in the meantime, through its public-service 
orientation, Western museums have used their “very special competencies in dealing 
with objects to contribute positively to the quality of individual human lives and to 
enhance the well-being of human communities” (Weil 1999:230-231). This trend from 
the mid-twentieth century onward shows that the ongoing relationship between the 
Western Museum and the public it claims to serve has remained entwined.  
 Therefore, it becomes necessary to examine how a museum foregrounds its 
public-service. Firstly, I will show both physical (i.e., transportation and entrance fee) 
and non-physical (i.e., cultural capital) possibilities for access that were built to draw 
Muslim visitors into the Rijksmuseum Volkenkunde in section 5.1. Furthermore, I will 
demonstrate how meanings of museum space were constructed by interactions 
between visitors, and between visitors and the physical space in section 5.2. I will also 
explain why these new meanings added to the space shaped the exhibition as more 
democratic.  
 
5.1 The space that is designed for all 
Schultz (2011:5) considers “access” as the key concept of collaborative museology, 
and divides it into three different kinds: (a) “physical access to objects and associated 
documentation is relevant to researchers”; (b) “emotional access, or making the 
museum an inclusive, safe environment, is relevant primarily to marginalized 
communities”; and (c) “access to ideas…is significant to…the general public”. The 
Rijksmuseum Volkenkunde was consciously aware that Muslim visitors had been 
excluded from the public it served. According to the data I gathered through 
delivering questionnaires to exhibition goers (Table. 8), the frequency of visiting 
museums by Dutch Muslims is indeed the lowest. Among twenty four Muslim visitors, 
none of them visit museums more than three times a year. For 33% of them, visiting 
Longing for Mecca is their first visit to a museum, and this number remains the 
highest one while comparing with the frequency of other visitors. It is not surprising 
to discover that in order to counter social exclusion, the museum stepped up efforts to 
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build emotional access and access to ideas for Muslim visitors.  
It is thus necessary to consider what infrastructures were built to turn local 
Muslims into the museum public. Providing information about the exhibition and the 
museum was the main means that built emotional access for local Muslims. 
Emotional access was especially important in the case of Longing for Mecca since the 
originating people were unfamiliar with museums and cultural institutions alike. 
Sometimes, the process of building of emotional access was inseparable from the 
process of making collaboration. To make the museum a more inclusive place, Alia 
Azzouzi went to mosques not only to promote collaborative works with the 
Rijksmuseum Volkenkunde, such as the collecting day of the Hajj souvenirs, but also 
to explain what the exhibition would be about and what the museum is. Emotional 
access remained necessary as Alia told me that some Muslims had never visited 
museums, and they felt uncomfortable for the reason that they did not know what to 
do inside the museum. 
Alia also went to Islamic schools to inform what programs would be offered to 
them, and Islamic schools exchanged ideas about what they needed for children with 
the museum. When they came to visit the exhibition, exhibition guides who had 
personally performed the Hajj or who knew a lot about Islamic culture would lead 
their tours. Emotional access is also considered important because it is believed to 
bring Muslim visitors back to the museum in the future. The greater participation the 
museum made, the bigger possibility the visitors would like to visit the museum again. 
This aspect was especially manifest in the educational programs for school children 
since they were regarded as the most likely potential visitors in the future
40
. The 
commitment to bring Muslim children into the museum was based on the premise that 
the participation could foster intangible access, such as cultural capital, to facilitate 
future visits of the Islamic public. 
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 When I asked my key informant, Dr. Annette Schmidt, why it is important to bring school children in 
to the museum, she told me one of the reasons is because that children are potential audiences for 
the museum, and therefore it would be nice if children like the museum. 
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Religion/ number 
of samples 
Frequency of visit 
Muslims 
(24) 
Christians 
(36) 
Atheists 
(38) 
Agonistic  
(3) 
This time is the first visit 33% 6% 3% 0% 
Once or twice 67% 11% 16% 67% 
Between 3 times and 10 times 0% 64% 53% 0% 
More than 10 times 0% 19% 29% 33% 
Table 8. The data from the question of “how often do you visit museums per year” 
among Dutch exhibition-goers. 
 
 The Rijksmuseum Volkenkunde also made a commitment to foreground physical 
accessibility for people who had difficulty in visiting the exhibition. The public that 
the museum was concerned about not only referenced local Muslims but also to those 
who seldom visited museums, for example elderly people with disabilities or people 
who lived in remote areas without the economical means to visit the museum. 
Transportation with tickets and tours were arranged by the museum, and this package 
for the exhibition cost 4 euros only. Compared with normal entrance fees (Figure. 10), 
the price of the combination tour remained relatively low.  
 
 
Figure 10. All entrance fees of Rijksmuseum Volkenkunde 
(http://volkenkunde.nl/nl/bezoekinformatie).  
 
 The exhibition design and the storyline
41
 that weaved all the contents together to 
make the whole configuration of the exhibition were extraordinarily important for 
curating an exhibition that could intersect multiple interests of different target groups. 
The whole configuration should be interesting, at least for those the museum wants to 
draw in. For Muslims, the exhibition could not be too basic because they were well 
informed about Islam and the Hajj, while for non-Muslims, the head curator wanted to 
show the Hajj from several aspects to foster greater respect for another religion. The 
longing for Mecca was chosen to be at the heart of the exhibition because, for a 
                                                     
41
 I gathered information about the development of exhibition design and storyline from the 
exhibition designer (interviewed with the author, January 28, 2014). 
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Muslim, there is a personal and lifelong longing for Mecca, while for a non-Muslim 
Mecca is a place surrounded by unfamiliar things that can never be visited in person.  
 The storyline of the exhibition was based on the journey to Mecca, an important 
rite of passage for every Muslim: making decisions and preparations before the 
departure (Longing for Mecca and Preparation), traveling to the destination (The 
journey), being in Mecca and Medina (Ihram, The Hajj, The Ka’ba and the Kiswa, 
and Medina), and returning home from the Hajj (Souvenirs and homecoming, and 
Longing for Mecca). Accompanying the subject of the storyline, the design of the 
exhibition was not only object-led but also experience-oriented. Visitors were 
expected to follow all the steps which pilgrims had taken before. The atmosphere as 
such was aimed at helping visitors to become better involved with the subject matter 
on display. The lighting choices and the color tones dramatized the themes rather than 
emphasized them neutrally. This aspect was especially manifested in the rooms 
associated with specific places. The Hajj was associated with the color white and a 
bright atmosphere because every pilgrim wore white Ihram when performing the 
rituals; the room of The Ka’ba and the Kiswa (Figure. 11) was painted black with dim 
light to make “one instantly feel humble” (Pizzey 2013); The Medina room was 
decorated with carpets on the ground to shape the atmosphere of mosques; and the 
Souvenirs and homecoming section was painted pink to create the vibrant ambience of 
a local bazar (Figure. 12). The designed space aimed at triggering better involvement 
of visitors when interacting with the exhibitionary narrative, and also guaranteed the 
different involvements of visitors with diverse backgrounds. This aspect will be 
elaborated further in the following section.  
 
Figure 11. The image of The ka’ba and the kiswa room. Photo courtesy of Tang Lee.  
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Figure 12. The image of Souvenirs and homecoming room (Rijksmuseum 
Volkenkunde press photo provided by the PR department). 
 
5.2 New meanings of the museum space 
Utilizing multi-sensory experience which engages sight, sound, smell, touch, and even 
emotions and feelings, to foreground dialogue between viewers and the collections on 
display (Scott 2012:5) is a familiar curatorial practice of modern museums. Within the 
Rijksmuseum Volkenkunde, however, not all museum staff approached the 
multi-sensory installation free of doubts. Although the head curator of Longing for 
Mecca consciously distinguished “representation” from “re-enactment”, the 
multi-sensory design inevitably created the sense of latter. In the Hajj representation, 
the Hajj is referred to “by means of a mediated account or representation of it” rather 
than re-enacting “a certain principle that defines” the Hajj (van Alphen 2004).  
For Dr. Mols, it was neither her intention to re-enact the scene in Mecca nor to 
recreate the mosques of Medina in the exhibition. She thought that in the Medina 
room there was lack of distinction between its design (carpets on the floor) and the 
works on display (the historical collections of carpets that had something to do with 
the mosques of Medina), and the design itself even stole the thunder of the collections 
(Figure. 13). Dr. Mols also considered the shoe rack (Figure. 14) in the room 
confusing, even though the museum put a sign to remind visitors that it was not 
obligatory to take off shoes. On the contrary, the designer thought that the room was 
beautiful and silent, and considered the shoe rack as a barrier to make the room more 
intimate. At the same time, the design company Kossmann.dejong supported 
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re-enactment as a performative effect by using the shoe rack as a sign of respect, 
which demanded visitors take off their shoes and tread on the carpets carefully as 
Muslims do in the mosques (Pizzey 2013).  
 
Figure 13. Carpets as decorations on the ground and collections of carpet on the wall 
in Medina room (Rijksmuseum Volkenkunde press photo provided by the PR 
department).  
 
 
Figure 14. The shoe rack at the entrance of Medina room. Photo courtesy of Tang 
Lee.  
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 Exhibition-goers have never come to the museum with a homogeneous 
background and never left the museum with the identical production of value. If 
exhibitions can contain many communicative possibilities, it is also “because visitors 
bring their own backgrounds and interest to them” (Kratz 2011:29). In this sense, 
displaying objects is thus not only assimilating, objectifying or distancing, but it is 
making “visitors view culture from many different subject-positions, opening up the 
possibility of many ways of looking at, and engaging with, exhibits” (Bulter 2000:74). 
For visitors, the spatial design of Longing for Mecca also played a huge part in 
forming a specific way of involving themselves in the exhibition.  
During my fieldwork, I noticed that there was a special way for Muslim visitors 
to interact with the exhibition space. Many Muslims who visited the exhibition used 
the Medina room as a prayer chamber. Since the design of the room resembled a 
mosque, the room had become the most proper place in the Rijksmuseum 
Volkenkunde to do prayers. As a Muslim informant told me, in the Netherlands it is 
very difficult to pray five times a day promptly because the needs of national Muslims 
are not manifested in most public spaces. The head curator and the exhibition designer 
all noticed the phenomenon as well, but only after the exhibition started. The situation 
did not account for their original intentions, either creating a room which resembled a 
mosque or not.  
 The presence of other people is also embodied in the space. The access to 
Longing for Mecca mentioned in the previous section generated specific social 
patterns in the museum, and co-presence of Muslims and non-Muslims as visitors is 
one of the most powerful effects it produced. For many non-Muslim visitors, the 
exhibition was a real field in which they could encounter Muslims in their daily lives. 
I have realized that many non-Muslim Dutch informants of mine seldom learnt from 
Muslims in their own country. Instead, their understandings of or opinions toward 
Muslims and Islamic culture were often based on their experiences overseas.  
When I chatted with one middle-aged couple, Mr. and Mrs. Brouwer, they 
admitted that they indeed had bias toward Muslims, but they emphasized that this bias 
stemmed from their experiences abroad. One of the events that generated their 
impression of Muslims took place in Malaysia. In the capital city of Manila, they 
witnessed Muslims protesting against women clothes shops who demonstrated 
everywhere in the city, while in the countryside, they encountered unfriendly Muslims 
who were suspicious of Western people. Besides, they also experienced riots during 
their trip to Indonesia. Therefore, foreign Muslims left a poor impression on them. Mr. 
and Mrs. Smits also connected the exhibition with another country. Mr. Smits told me 
he thought that Muslims were strange people, but this impression was rooted in their 
voyage to Indonesia. Upon their arrival in Jakarta, there was an election of an Imam, 
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and local Muslims used loudspeakers all day long. Therefore, the city became too 
noisy for them to stay. In addition, I also had a random talk with one lady who was 
around seventy years old. She said that she traveled to Iran, and it was the place where 
she had encountered many Muslims.  
I am not suggesting that social integration in Dutch society has failed, but rather 
addressing it in relation to the phenomenon mentioned above.  It reflects the fact that 
the cultural policies of the Dutch state have neglected the process in which people 
come from different groups and gather together to create differences and similarities. 
The situation further foregrounds the importance of Longing for Mecca in being a 
field in which the dominant public can actually encounter the marginalized group 
which they seldom have a chance to exchange ideas with in everyday life. 
 It is also interesting to note that when visitors came to the exhibition, they not 
only focused on the subjects on display, but also paid attention to what other people 
were discussing. Non-Muslim visitors overheard Muslim visitors recognize the 
objects on show; people made comments on the exhibition; people shared their 
opinions and discussed their own stories, and so on. In this sense, the co-presence of 
Muslims and non-Muslims played an irreplaceable role in shaping this social 
inclusion through bridging the disjuncture between non-Muslim visitors’ recognitions 
that there were many Muslims in the Netherlands and what they actually encounter in 
their daily lives. 
 Similarly, the activity of storytelling of Ka’ba during the holidays was also an 
extension of the field of encounter. I participated in the activity several times with the 
different storytellers. There were five storytellers in total, and only Sylvi had a 
Muslim background. However, differing from the exhibition tour, the storytelling took 
place during holiday time in the Medina room, and every visitor was free to choose 
whether to attend or not. In every activity that I participated in, the audience was 
constituted of a mix of Muslims and non-Muslims. Therefore, there was the 
co-presence of Muslims and non-Muslims in every activity in which I participated, 
although the audience was mainly composed of Dutch visitors since the storytelling 
was in Dutch only.  
 The storytelling lasted for half an hour and was led by one storyteller. Every 
storyteller used the props provided (i.e., a miniature Ka’ba, Ihram garments, Zamzam 
water, Qu’ran and prayer rug) by the educational department to demonstrate things 
which were considered important and interesting. During the activity, the storytellers 
often proposed many questions to their audiences, while audiences were encouraged 
to answer as well as welcomed to ask questions or even to make comments. 
According to my observations, Muslim visitors were more responsive and more active 
than non-Muslim visitors. However, several times I also witnessed that after the 
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activity finished, non-Muslims stayed and discussed with the storytellers and others 
who also remained. The activity was turned into a platform on which Dutch Muslims 
expressed their own culture in front of the broader public. The importance of 
generating visibility of national Muslims in such a way should not be belittled due to 
the fact that Dutch non-Muslims experienced the disjuncture between their 
recognition and daily life. The presence of Dutch Muslims inevitably compensated for 
the situation in which local Muslims were excluded from the process of producing 
knowledge of Islamic culture since many non-Muslim Dutch generated their 
impressions of the Islamic world outside their national border instead of within the 
Netherlands. 
 
5.3 Brief Conclusion  
On the one hand, access that was built for Muslim visitors to physically reach the 
exhibition was the primary basis for the Rijksmuseum Volkenkunde becoming more 
accessible and more public. This went along with the recognition that the local 
Islamic population had never been regarded as a target group for the museum before 
the exhibition of Longing for Mecca. On the other hand, the whole configuration, 
including the design and the storyline of the exhibition, was also designed to intersect 
with the interests of both Muslim and non-Muslim visitors.  
It is also necessary to discuss the importance of the physical space since it played 
a significant role in generating certain social practices in the exhibition. In the 
exhibition room the interaction between the decoration, the collections on display and 
the spatial layout, etc. and visitors was essential in terms of understanding why people 
do certain things in an exhibition, and the way they were done. The controversial 
design of the Medina room unintentionally turned this space into a place in which 
Muslim visitors could pray. The exhibition developers (i.e. the curators and the 
designers) did not take this religious practice which was often excluded from the 
concerns of public space in the Netherlands into account. I am not arguing that the 
exhibition developers did not put effort into making the museum space more 
emotionally comfortable, for example, all the toilets situated in the exhibition room 
were consciously covered to prevent the possibility of Muslims perceiving the 
exhibition as blasphemous. However, the results of debated design choices echoed the 
situation, where the emotional access built for marginalized groups was as important 
as the physical access to objects built for scholars and the access to ideas built for the 
general public.  
Travel lovers comprise one of the target groups of the Rijksmuseum 
Volkenkunde. Each year, the museum holds an event with travel agencies to promote 
its exhibitions. On the homepage of the museum website, browsers can find out that 
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the museum promotes the visit to the Rijksmuseum Volkenkunde as resembling a 
journey around the world. Noticeable during my fieldwork, many non-Muslim Dutch 
citizens shaped their opinions toward Muslims and the Islamic world when overseas, 
and their experiences with local Muslims were relatively limited. The co-presence of 
Dutch Muslims and Dutch non-Muslims resulted from the access built to bring local 
Muslims into the museum, which transcended the museum into the field of encounter.  
When they visit an exhibition, visitors do not only pay attention to the contents 
of the exhibition, but also observe other people in the surrounding area. By doing so, 
visitors learn how others understand the exhibition. In addition, the educational 
programs such as the storytelling sessions also brought out the interactivity between 
visitors, and thus became an extension of the field of encounter. The field of 
encounter also provided an opportunity for local Muslims to create greater visibility 
among a public who often excluded them from the production of knowledge about 
Islam, Muslims and the Hajj. In other words, knowledge consumed by non-Muslim 
visitors in educational activities as such more directly resulted from the 
representatives of Islamic culture within the nation, however, knowledge consumption 
of this kind could not be easily found in their daily lives.  
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6. Conclusion: attempting an inclusive museum 
In the previous chapters, I demonstrated how the Rijksmuseum Volkenkunde created 
social inclusion of local Muslims through the exhibition of Longing for Mecca. I have 
noticed that social inclusions implied three things in this case. First, representing the 
underrepresented Dutch Muslims, second, collaborating with the originating people, 
and third, building access for local Muslims who had been long excluded from the 
target audiences of the museum. I argue that three implications of social inclusion 
were built upon each other instead of working separately since the production, the 
distribution and the consumption of knowledge together formed a power-knowledge 
system that generated social inclusion. 
 The representation of Muslims in general and Dutch Muslims in particular was 
based on what I termed as the process of othering. Examining what kinds of otherness 
were made is important for understanding social inclusion because otherness defines 
how much differences can be tolerated or how much sameness should be recognized. 
The representation also provides the basis of why certain groups of people should be 
included in society. The concept of time has played a significant role in making 
anthropological others by positioning cultures in different phases of the evolutionary 
sequence (Fabian 1983; Bennett 1995). This further leads to the result of temporalized 
space and mosaic concept of culture, which considers cultures as geographically 
separated and inherently xenophobic (Stolcke 1995). To counter distancing and 
separation as such, the curators aimed at demonstrating the historical changes on one 
hand and the geographical heterogeneity on the other hand. The demonstration also 
reveals the historical continuity between Christianity and Islam, and between Dutch 
society and the Hajj, which provides histories from an inclusive perspective. 
At the same time, the temporal narrative and the spatial juxtaposition on display 
showed that Muslims are not fixed in the past but live in the same world as 
exhibition-goers, through showing the impacts of globalization, modernization and 
developments of modern technologies on the Hajj. Two series of collections from 
local Muslims were made with the aim of expressing personal stories and individual 
experiences of local Hajjis. While the theme of the exhibition was centering on 
longing, these collections were regarded as powerful media to evoke emotions and 
feelings, which shortened mental distance between originating people and audiences. 
However, the exhibition failed to represent the subjective position of local Muslims in 
Dutch society since sociological and anthropological backgrounds of them were 
absent from the representation. In other words, “being a Dutch” and “being a Muslim” 
were two parallel things without any intersection, and the concept of “Dutch Muslim” 
became an assembly one rather than an entangled one. 
 Collaborative works between the Rijksmuseum Volkenkunde and local Muslims 
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was an entangled part of the process of producing knowledge because the concept of 
collaboration is based on the premise of shared authority. In other words, 
collaboration has the implication of including originating people into the production 
of knowledge of their own culture in the Rijksmuseum Volkenkunde. I thus discussed 
that collaboration works can be divided into three types. One type of works was 
dedicated to promoting visibility of local Muslims by the activities related to the 
exhibition, while another type aimed at connecting the museum with local 
communities. The other one focused on making new collections with Dutch Muslims, 
which included the audiovisual presentations and the Hajj souvenirs, to add 
multi-vocal interpretations into the exhibition. 
I also demonstrated that the collections and the Muslim exhibition guides had 
influences on visitors’ perception of the Hajj, Islam and Muslims. The biggest impacts 
that the collections from Dutch Muslim contributed to was shortening the distance 
between originating people and visitors. The interview videos relieved the role of the 
curators as inter-mediators between Muslims and visitors, and so did the Muslim 
exhibition guide. The importance is that the presence of local Muslims was visualized. 
In addition, the presence of Muslim exhibition guides provided an interpersonal 
channel via which visitors could have dialogue with originating people. While the 
artefacts of high art, such as Quran, Kiswa and Mahmal, were supposed to animate 
wonder among visitors, the Hajj souvenirs from local Muslims were expected to 
engage visitors in terms of resonance. Communality and accessibility of souvenirs 
were the basis of engagement as such. 
 From the contact point of view, the hierarchy of dominant culture and 
marginalized groups is deeply embedded in Western museums (Boast 2011). For 
many local Muslims, collaboration with the Rijksmuseum Volkenkunde was the first 
experience with cultural institutions alike. Under this situation, it was difficult to have 
sufficient capitals to remain intensive dialogue between the museum and local 
communities. Difficulty of evoking intensive dialogue also led to the problem that the 
dichotomy of curators as producers and visitors (especially Muslim visitors) as 
consumers remained unchallenged, and the situation further resulted in the challenge 
of including communities into the museum membership (Tchen 1991:290). The other 
biggest obstacle of making social inclusion was that non-Muslim visitors were 
relatively unaware of the collaborative works with local Muslims. The low 
recognition of collaboration exactly opposes to the visibility that the museum tried to 
promote. 
 On the contrary, the visibility of local Muslims was intensively embedded in the 
physical exhibition space due to the accessibility built to bring Muslim visitors into 
the exhibition, which echoes Barrett’s (2012) argument that materiality of public 
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space is fundamental for building publicness of museum. Accessibility not only 
played an essential role in including local Muslims into the museum audience, but 
also in transcending the museum into a field of encounter in which non-Muslims 
could meet local Muslims as representatives of their own culture. Furthermore, the 
design of the exhibition space also made the museum more emotionally resonating 
and left the possibility of “space for representations” (Mitchell 1995:115) for local 
Muslims, since they found their way of praying in the Medina room and claiming 
their identities as Muslims. The lack of prayer room as such in other national public 
spaces outlines the importance of recognition of the basis that marginalized groups 
need to participate with the broader public. 
The fact that Longing for Mecca exhibition was the first exhibition which the 
Rijksmuseum Volkenkunde collaborated with local communities is an important point 
of entry of discussing the formation of social inclusion and the role of the 
Rijksmuseum Volkenkunde as a Dutch national museum. When inquiring the history 
of the Rijksmuseum Volkenkunde, it is undoubted that this national museum is an 
institution which has collected, researched and displayed the material culture of the 
Other for centuries in the Netherlands. Until today, the whole configuration of the 
permanent exhibitions in the museum is described as a “journey around the world”, 
and function as the world to the Netherlands. The juxtaposition between other 
permanent exhibitions in the museum and the temporary exhibition of Longing for 
Mecca inevitably reinforced the sense of othering through associating Longing for 
Mecca as part of hunting for novelty. At the first sight, it seems quite contradictory 
that a museum which exhibits exotic objects also tries to create social cohesion. 
However, it is this complex that foregrounds the irreplaceable role of the 
Rijksmuseum Volkenkunde in defining how much difference is tolerated and how 
much similarity is needed (to be imagined) when displaying the marginalized groups 
in front of the dominant public to create a sense of social inclusion. 
It is reasonable to imagine that in the future, there will be more Dutch Muslims 
who would like to visit the museum, since many of them have already made their first 
step into the museum. The distance between Dutch Muslims has been shortened for 
the time being. However, as Tchen (1992:290) reminds us that it is never sufficient to 
turn a community into the museum’s membership with one single event, Dutch 
Muslims’ willingness to visit the museum will heavily depend on future programs of 
the Rijksmuseum Volkenkunde. Will the museum keep collaborating with local 
Muslims for the planning process for exhibitions and collections development? Will 
the museum continue to put effort on promoting other exhibitions to local Islamic 
communities/institutions? The answers to these questions remain important for the 
Rijksmuseum Volkenkunde to build a sustainable and long-term partnership with 
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Dutch Muslims. 
 I have used a relatively top-down approach to demonstrate how social inclusion 
was imagined by the museum staff of the Rijksmuseum Volkenkunde, instead of using 
a bottom-up approach to discuss how social inclusion was experienced by Muslim 
visitors. A bottom-up trajectory was largely restricted by my language proficiency in 
Dutch, which made participant observation of visitors rather difficult. In addition, 
because my fieldwork corresponded with the last two months of exhibition period, I 
focused on the results of the exhibition rather than on the collaborating process itself. 
Because of these restrictions, I chose to examine the meaning of social inclusion from 
the point of view of the Rijksmuseum Volkenkunde instead of from that of the groups 
who collaborated with the museum. However, I still consider the experience of social 
inclusion felt by marginalized groups through being involved in exhibition as an 
important aspect for understanding the configuration of an inclusive exhibition. 
 I believe that the Rijksmuseum Volkenkunde will curate more and more inclusive 
exhibitions similar to Longing for Mecca in the future. As Dr. Laura van Broekhoven 
addressed in TTT Expert Meeting, 2014, the Rijksmuseum Volkenkunde has been 
long inwardly focused on objects themselves, but it needs to focus more upon 
community empowerment and social cohesion. In the long-term, an important issue 
will be to position the inclusive exhibition into cultural policies of Dutch government, 
to examine the relationship between inclusive exhibitions and the concept of 
multiculturalism in the nation, and to analyze how the marginalized group is 
empowered through collaborating with the museum. Future research into this subject 
will build a more comprehensive picture of the role of museums like the 
Rijksmuseum Volkenkunde in showcasing the world to the Netherlands; displaying 
the Netherlands to the world, or exhibiting the Netherlands to the Netherlands. 
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Appendix 1: Interview with museum staff  
 
Below are questions that were asked during the interviews with both formal and 
mission-based museum staff. The reader should remind that questions shown below 
are grouped according to different themes instead of being categorized by different 
interviewees.  
 
Goals and motivations of Longing for Mecca  
- What are the main goals of this exhibition? Do these goals correspond with the 
contemporary situation and broad social changes of Dutch society?  
- Who are the target populations that the exhibition wants to draw? 
- What social outcomes does the exhibition try to deliver? 
- What public opinions does the exhibition try to influence? And how?  
 
Basic information about the collections  
- Where were the collections assembled? And from whom (or from which 
organizations and institutions)? Is there any specific reason why you choose to 
collect from these places or people? 
 
Selecting standard of the collections  
- What kind of collection did you want to collect initially? Does your collection 
include works of modern art? Why do you think they are important, valuable 
and/or worthy of display? 
- Does your personal experience of contacting or researching Islamic culture and 
groups influence your choice? If so, how? 
- When you made the decisions, did you also take contemporary Islamic groups in 
Holland into account? For example, their possible reactions toward certain 
objects or objects that might be valued more by them?  
- What kind of functions or social roles do you expect contemporary museums to 
have? Do the expectations influence your choice of selection? 
 
Expectations of objects  
- What kind of specific messages do you want to convey through the collections? 
For example, certain aspects of cultural knowledge, history and relationship 
between people, people and objects, or people and the religion.  
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- In what ways do you expect visitors to interact and make sense of collections 
that selected by you? Did you expect Muslim visitors and non-Muslim visitors to 
interact with them differently? 
- In general, does Longing for Mecca exhibition fulfill your expectations of objects? 
 
Exhibiting standard  
- Among all the collections, what is the basis of selecting certain objects to exhibit? 
- At the end, what percentages of your selections are displayed in the exhibition? 
- At the final stage of preparation, what is the basis of exhibiting some objects 
while excluding others? Does your selecting standard match with the exhibiting 
standard?  
- Are you satisfied with the exhibition ways of objects collected by you? 
- Comparing with the Mecca exhibition in the British museum, preparation and 
home coming and souvenirs were enlarged. Why the scale of these two parts was 
enlarged?  
 
Exhibition texts and labels  
- What was your strategy when writing exhibition texts and labels? Was it tend to 
be more informative and descriptive or tend to offer interpretations and 
opinions? Why did you choose this approach? 
 
Basic information of exhibition design 
- What kind of atmosphere does the design of Longing for Mecca want to create?  
- What are main purposes and advantages of making the atmosphere like this? 
 
Display type  
- What are main roles of videos showed in the exhibition? For example, they 
function as descriptive tools that give information or interpretative aids that 
encourage visitors to experience. 
- In the museum of ethnology, what are purposes and advantages to use both 
ethnological collections and works of modern art in the exhibition?  
 
Exhibition style  
- What are purposes and advantages of using the experience-oriented approach to 
make this exhibition?  
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- What kind of learning style (e.g., didactic, discovery-based, aesthetically oriented, 
and contextual, immersive, or atmospheric) did you expect visitors to have? It 
can be a combination of several modes. And do you expect Muslim visitors and 
non-Muslim visitors to have different learning styles?  
- Did you agree with the design that visitors should take off their shoes before 
they enter in to the room of Medina? 
 
The choice of displaying strategies  
- What would you consider to be the heart of exhibition? The stories behind 
individual pilgrims or the showed objects?    
- Why you choose to use the experience-oriented approach to display the journey 
of pilgrimage?  
- From your point of view, what are advantages of displaying personal stories and 
emotional plots?  
- What messages do you want to deliver to visitors through presenting personal 
stories/memories?  
- What would you consider to be the main information resource of this exhibition? 
The objects, the videos, or exhibition texts and labels? 
- What is the purpose of adding “Longing for Mecca” instead of merely using the 
original exhibition title? 
 
The collaborative works with Islamic groups 
- During the preparation of the exhibition, was there any collaborative work with 
Islamic groups involved? If so, how did it go? 
- Are those groups satisfied with the degree of engagement? 
- Does the museum want to make the collaborations visible for museum-goers? If 
so, why and how is it done?  
 
Responses from Islamic groups 
- Are the groups involved in the collaborative work satisfied with the final version 
of exhibition? Why or why not? 
- Do these groups think that their images created by the museum match with the 
reality in Dutch society? For example, the interview videos on display. 
- How about responses from general Muslim visitors guided by you? 
- Museums of ethnology has been regarded as a filed reproducing knowledge of 
dominant group in the society and people fall outside this group seldom visit 
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museums. Do members of the groups feel more willing and comfortable to visit 
this exhibition?  
 
 
Educational programs  
- What public opinions does the exhibition try to influence through educational 
programs?  
- Many Islamic schools brought students to this exhibition. What kind of programs 
is specially organized for children? What are aims of these programs? 
- Why is it important to bring children into the museum? 
 
Activities for building access to the exhibition 
- What kind of activities is organized to build access for Islamic groups to Longing 
for Mecca? For example, workshops, lectures, projects and special promotions 
within relevant organizations or institutions, etc. 
- What kind of activities is organized for the major public to promote the 
understanding of the Hajj? 
 
Different organizations toward different themes  
- The Islamic culture is part of Dutch society while the culture of north America is 
quite distant from Dutch society and history. Is there any specific concern about 
exhibition style and display type while making exhibitions of different cultures? 
When themes are more related to Dutch society and history, what will be major 
considerations?  Or when themes are more distant from Dutch society and 
history, what will be main concerns?  
- Is there any specific concern (e.g., different forms of activities) while organizing 
educational programs for exhibitions of different cultures? When themes are 
more related to Dutch society and history, what will be major considerations? Or 
when themes are more distant from Dutch society and history, what will be main 
concerns? 
- What kind of educational programs were developed for the exhibition of totem 
pole, the exhibition of Maori and the exhibition of ancient Chinese warriors to 
provide extra information (and did the native peoples involved in these activities)? 
For example, lectures, workshops or performances. 
- During recent years, are the educational programs for children equally important 
for every temporary exhibition in the museum? If not, what are main reasons 
why degrees of engagement of children are different? 
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- Is there any specific concern about advertisement making and marketing 
strategies for exhibitions of different cultures? When themes are more related to 
Dutch society and history, what will be major considerations? Or when themes 
are more distant from Dutch society and history, what will be main concerns? 
What is the main difference between populations that the museum wants to 
draw? 
- In Holland, there has been a long history of representing Japanese culture. For 
promoting the exhibition about Japanese culture (e.g., the display of Kuniyoshi’s 
drawings and the coming exhibition of geisha), what are the most important 
elements while making advertisements? Why? 
 
Audiences and advertisements  
- For different target groups, did the museum make different advertisements? 
- What are the major differences between those advertisements? 
- What are the central messages of the exhibition advertisements?  
- Why is it important to put these messages on the advertisements?  
- There is one advertisement with actor Thom Hoffman. Is it usual to make 
advertisements with celebrities? Why the museum chose him as an advocate? 
The audiovisual presentation of local Muslims  
- What kind of people did you want to interview initially? Was there any specific 
reason why you would like to interview them? 
- How many themes did you set up for interview videos? Why do you think these 
themes are important, valuable and/or worthy of being interviewed? 
- What kind of specific messages do you want to convey through the videos? For 
example, certain aspects of relationship between people, people and objects, or 
people and the religion.  
- In what ways do you expect visitors to interact and make sense of videos that 
made by you? Did you expect Muslim visitors and non-Muslim visitors to interact 
differently? 
- What are main roles of videos showed in Longing for Mecca exhibition? For 
example, they function as descriptive tools that give information or 
interpretative aids that encourages visitors to experience. 
- From your point of view, what are advantages and purposes of displaying videos 
in this exhibition? 
- At the end, what percentages of people that were interviewed by you are 
displayed in the exhibition? 
- What is the basis of selecting these people? 
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- What is the basis of exhibiting some footages while excluding some others? What 
would you consider to be more important, the quality of footages or the content 
of footages? 
- Was there any footage that you wanted to use a lot but the museum persuaded 
you not to do so? Why they didn’t want you to use them? 
The exhibition guides and guided tours  
- How long is the duration of your tour? What kind of groups do you guide?  
- Which objects or parts of the exhibition that you usually emphasize during the 
tour? Why do you want to emphasize them? 
- According to your guiding experience, which parts of exhibition interests visitors 
the most? And is there any different preference between Muslim and 
non-Muslim visitors or between Dutch visitors and non-Dutch visitors?  
- Is there any different preferred object (interview videos, archive videos, modern 
artworks, modern photographs, ethnological objects, etc.) between varied social 
groups (e.g., gender, age, religion, nationality, and so on)? Did they explain their 
choices? 
- Has Longing for Mecca changed visitors’ opinions about Muslims, Islam and the 
Hajj? 
- What are main differences between their former opinions and opinions after 
visiting the exhibition? Do these changes correspond with social groups that they 
are belonged to? 
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Appendix 2: The English questionnaire for visitors  
 
Questionnaire for Longing for Mecca: The Pilgrim’s Journey 
This questionnaire is aimed at understanding what visitors learn from individual memories 
and personal stories that are presented in the exhibition, and it will only be used for 
academic purposes in the future. The questionnaire will take you 5 to 10 minutes to 
complete. 
 
Date of visit:                                   Sex: ○Female     ○Male                
Nationality:                                    Age:                                          
Religion: ○Muslim  ○Christian  ○Jewish  ○Non-believers  ○Other:_______ 
 
1. How did you learn about the Longing for Mecca exhibition (you can choose more 
than one): 
  ○Museum advertisements     
  ○I visited the exhibition by chance  
  ○Internet      
  ○Information from family or friends 
  ○Information from newspaper or magazines:______________________________ 
  ○Other resources:____________________________________________________ 
 
2. How often do you visit museums per year: 
  ○This is my first time visiting a museum  
  ○Once or twice           
  ○Between 3 times and 10 times  
  ○More than 10 times      
 
3. Which parts of the exhibition did you find the most impressive (you can choose 
more than one): 
  ○Longing for Mecca (Verlangen naar Mekka)               
  ○Preparation (De voorbereiding) 
  ○The journey (De reis)             
  ○Ihram              
  ○The rituals of Hajj (De Hadj) 
  ○The Ka’ba and the kiswa (De Ka’ba en de kiswa)           
  ○Souvenirs and homecoming (Souvenirs en thuiskomst)      
  ○Medina 
  Could you explain why:_______________________________________________ 
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4. What percentages of the interview videos did you watch: 
  ○All most all of them 
  ○Around 75% of them 
  ○Around half of them  
  ○Around 25% of them 
  ○None of them 
 
5. Did the stories told by people in the interview videos give you additional 
information about the themes in the rooms?  
  ○Yes     ○No 
If so, which aspects spoke to you the most (you can choose more than one): 
  ○Religious life      
  ○Relationship with other people      
  ○Emotional Stage 
  ○Other aspects:_____________________________________________________ 
 
Please use the scale below to indicate how much you agree with the following 
statements.  
(1. strongly disagree, 2. partially disagree, 3. no specific opinion, 4. partially agree, 
5. strongly agree) 
 
6. The interview videos showed in the exhibition are related to the different themes 
in the rooms: 
1  2  3  4  5  
 
7. The interview videos showed in the exhibition help me to understand the Hajj: 
1  2  3  4  5  
 
8. The interview videos on display are informative for understanding Islam, Muslims 
and the Hajj: 
1  2  3  4  5  
 
9. The works of modern art (including photographs, paintings, and so on) on display 
are informative for understanding Islam, Muslims and the Hajj: 
1  2  3  4  5  
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10. The other objects (ethnographic objects) on display are informative for 
understanding Islam, Muslims and the Hajj:  
1  2  3  4  5  
 
11. The exhibition labels and texts are informative for understanding Islam, Muslims 
and the Hajj: 
1  2  3  4  5  
 
12. The design of the exhibition creates an atmosphere of being on the Hajj: 
1  2  3  4  5  
 
13. a. The route of the exhibition is clear and easy to follow: 
1  2  3  4  5  
    
   b. Did you follow the route:      
○Yes     ○No 
 
14. Muslims, and therefore their traditions, are part of Dutch society and history: 
1  2  3  4  5  
 
15. The exhibition Longing for Mecca incorporated different personal experiences 
and stories instead of only showing objects: 
1  2  3  4  5  
  
16.a. Has Longing for Mecca changed your opinion about Islam, Muslims and the 
Hajj? 
 ○Yes     ○No 
 
   b. The major change was mainly due to: 
 ○Objects on display      
 ○Interview videos on display      
 ○Exhibition labels and texts      
 ○Guides 
 ○Other reasons:__________________________________________________ 
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c. What is the biggest difference between your former opinion about Islam, 
Muslims and the Hajj, and your present opinion after visiting the exhibition? 
__________________________________________________________________
__________________________________________________________________ 
   __________________________________________________________________ 
 
17. If you have any comment or remark, please feel free to write them here: 
_____________________________________________________________________
_____________________________________________________________________ 
_____________________________________________________________________
_____________________________________________________________________ 
 
If you would like to be informed about the results of this survey, please inform your 
email address: 
____________________________________________________________________ 
 
Thank you for your patience and help. 
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Appendix 3: The Dutch questionnaire for visitors  
 
Enquête over de tentoonstelling: 'Verlangen naar Mekka: Reis van de Pelgrim’ 
Deze vragen zijn gericht op wat de bezoekers leren van de individuele herinneringen en persoonlijke 
verhalen die zijn weergegeven in de tentoonstelling. Deze vragen worden gebruikt voor academische 
onderzoek in de toekomst. Het beantwoorden van de vragen zal ongeveer 5 tot 10 minuten in beslag 
nemen. 
 
Datum bezoek:                            Geslacht:  ○Man      ○Vrouw  
Nationaliteit:                              Leeftijd:                                          
Religie: ○Moslim  ○Christelijk  ○Joods  ○Atheïst  ○Anders:____________ 
 
1. Op welke manier bent u geïnformeerd de tentoonstelling Verlagen naar Mekka: 
Reis van de Pelgrim (meerdere antwoorden zijn mogelijk): 
  ○Museumadvertentie 
  ○Ik bezocht de tentoonstelling per toeval 
  ○Internet      
  ○Mond tot mond reclame 
  ○Informatie uit de krant of tijdschrift :___________________________________ 
  ○Anders:__________________________________________________________ 
 
2. Hoe vaak gaat u naar een museum: 
  ○Dit is mijn eerste keer in het museum   
  ○Één tot twee keer per jaar 
  ○Tussen de drie tot vier keer per jaar  
  ○Meer dan tien keer per jaar  
 
3. Welk deel van de tentoonstelling vond u het meest indrukwekkend (meerdere 
antwoorden zijn mogelijk): 
  ○Verlangen naar Mekka               
  ○De voorbereiding 
  ○De reis             
  ○Ihram              
  ○De Hadj 
  ○De Ka’ba en de kiswa           
  ○Souvenirs en thuiskomst      
  ○Medina 
  Kunt u uitleggen waarom:______________________________________________ 
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4. Hoeveel interviews heeft u in de tentoonstelling bekeken: 
  ○Bijna alle interviews 
  ○Ongeveer 75% procent van de interviews  
  ○Ongeveer de helft van de interviewfragmenten 
  ○Ongeveer 25% van de interviewfragmenten 
  ○Geen van de interviewfragmenten  
 
5. Gaven de interviews extra informatie over de thema's in de zaal?  
  ○Ja     ○Nee 
 
  Zo ja, welk aspect sprak u het meeste aan( meerdere antwoorden zijn mogelijk):   
  ○Religieuze leven  
  ○Relaties met andere mensen  
  ○Emotie  
  ○Andere aspecten:___________________________________________________ 
 
Geef hieronder aan of u eens bent met de volgende stellingen.  
(1 helemaal mee eens, 2 eens, 3 zowel eens als oneens 4. oneens 5. helemaal niet 
mee eens) 
 
6. De interviewfragmenten in de tentoonstelling zijn gerelateerd aan de verschillende 
thema's in de zalen: 
1  2  3  4  5  
 
7. De interviews in de tentoonstelling helpen om de Hadj beter te begrijpen: 
1  2  3  4  5  
 
8. De interviewfragmenten geven extra informatie over de Islam, Moslims en Hadj: 
1  2  3  4  5  
 
9. De moderne kunst in de tentoonstelling dragen eg tot een beter begrip over de 
Islam, Moslims en Hadj: 
1  2  3  4  5  
  
10. De objecten (etnografische objecten) in de vitrines dragen eg tot een beter 
begrip over de Islam, Moslims en Hadj:  
1  2  3  4  5  
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11. De tentoonstelling en objectteksten zijn informatief en duidelijk: 
1  2  3  4  5  
 
12. De vormgeving van de tentoonstelling creëert een atmosfeer die doet denken 
aan de Hadj: 
1  2  3  4  5  
 
13. a. De routing door de tentoonstelling is duidelijk en makkelijk te volgen: 
1  2  3  4  5  
    
   b. Heeft u de route gevolgd:      
○Ya     ○Nee 
 
14. Moslims en hun traditie zijn een deel van de Nederlandse samenleving en de 
geschiedenis: 
1  2  3  4  5  
 
15. In de tentoonstelling ‘Verlangen naar Mekka’ zijn verschillende persoonlijke 
verhalen en ervaringen opgenomen in plaats van uitsluitend objecten: 
1  2  3  4  5  
  
16.a. Heeft de tentoonstelling Verlangen naar Mekka uw mening over de islam 
veranderd? 
 ○Ya     ○Nee 
 
   b. De belangrijkste verandering kwam door: 
 ○De tentoongestelde objecten      
 ○De interviewfragmenten      
 ○De tentoonstellingsteksten      
 ○Door de rondleiders 
 ○Andres:_______________________________________________________ 
 
c. Wat is het grootste verschil tussen uw eerdere mening over de Islam, Moslims 
en Hadj en uw nieuwe mening, na het bezoeken van de tentoonstelling?  
__________________________________________________________________
__________________________________________________________________ 
__________________________________________________________________ 
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17. Heeft u een opmerking of aanbeveling? Wilt u deze dan hieronder opschrijven: 
_____________________________________________________________________
_____________________________________________________________________ 
_____________________________________________________________________  
_____________________________________________________________________ 
 
Wilt u graag op de hoogte blijven van de resultaten van dit onderzoek, vermeld dan 
hier alstublieft uw emailadres: 
_____________________________________________________________________ 
 
Bedankt voor uw geduld en hulp. 
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Appendix 4: Interview with visitors  
 
Below are questions that were asked during the interviews with the visitors of 
Longing for Mecca. 
 
- Please describe your general impression of the exhibition.  
- Which parts of the exhibition impressed you the must during your visit?  
- What kinds of objects (i.e., modern artworks, archives, audiovisual presentation, 
and so on) do you like the most? Is there any favorite object for you? 
- What do you think about the design of the exhibition? 
- Do you interest in personal stories presented in the exhibition? Do you like those 
interview videos and souvenirs on display?  
- Do you have any specific opinion toward Islam, Muslims and the Hajj? 
 
